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TRANSLATION OF THE CHINESE TRIBUTE TO 
JADE PRINTED ON TPIE OPPOSITE PAGE. 

Chian: Quan: Chien: Yu: {Jade). 


Jade is a certain kind of fine stone possessing five qualities : 

(1) It is moist and glossy, possessing the characteristics 
of “ Jen.” (Kind and loving.) 

(2) Upon examining its exterior, its interior is revealed 
to those who understand the stone, for it resembles 
the character of “ Yi.” (Perfect understanding and 
good treatment.) 

(3) Its sound is musical and far-reaching, like the 
character of “ Tsi.” (Intelligent.) 

(4) Although it may be cut, it retains to itself complete- 
ness, thereby displaying an inherent characteristic of 
self-defence like unto the character “ Yung.” (Brave.) 

(5) It is without blemish when clear, similar to the 
character “ Chieh.” (Pure.) 

Its written symbol is formed by the combination of three 

Jades. 


Copied from the “ Shuo Wen,” the first lexicon of the 
Chinese language, circa a.d. ioo, and brush-written in 
Chinese script, by Hsiao Yi when staying in London in 
the year Nineteen. Hundred and Thirty-Six. 





PREFACE 


IN presenting this short survey of the art of the jade carver throughout 
the ages, the author respectfully records his deep appreciation of the 
gracious permissions granted by His Majesty King Edward VIII ; 
Her Majesty Queen Mary ; His Royal Highness the Duke of Kent ; 
and His Royal Highness the Crown Prince of Sweden ; to include 
reproductions of specimens from, the respective Royal collections : 
he also desires to express his thanks to Sir Cecil Harcourt- Smith, 
K.C.V.O., for contributing the interesting Introduction. 

In the difficult but necessary task of reference to early Chinese 
literature he has been most ably assisted by one of China’s own sons, 
Mr. Hsiao Yi, B.A., to whom he extends his grateful thanks. Mr. Hsiao 
has given generously of his time to the translation of innumerable 
passages in the ancient manuscripts and texts, and his scholarly 
labours have greatly assisted the author in elucidating many obscure 
points which hitherto have puzzled past students of jade. The writer 
is also much indebted to Dr. L. Giles, m.a., d.litt., and Dr. E. D. 
Edwards, M.A., b.litt., for their valued help in connection with certain 
of these translations. 

In dealing with archaic jades valuable assistance has been rendered by 
Mr. A. W. Bahr, who not only has placed his profound knowledge at 
the writer’s disposal, but has permitted him to study the wide range of 
specimens included in his remarkable collection. In this field, assistance, 
too, has been derived from the pioneer research undertaken by the late 
Dr. Berthold Laufer, which is embodied in his scholarly work a 
Study in Chinese Archceology and Religion, published in 1912. This 
work, so bountifully referenced, has guided the writer to the original 
sources of its information thus enabling him to determine its authoritative 
value. 

To Dr. A. H. Hallimond, of the Geological Museum, London, 
who has devoted many years to research in connection with the 
mineralogy of jade, the author is indebted for reading through those 
portions of the manuscript dealing with this branch of the subject, 
and for several helpful suggestions. 

To Dame Una Pope-Hennessy thanks are due for criticising certain 
portions of the manuscript. 

Acknowledgment must also be made of the courtesy and assistance 
afforded by the officials of the British Museum, the Victoria and Albert 
Museum, and other Institutions at home and abroad : particularly 
Mr. A. G. Cook, of the British Museum, and Mr. R. P. Bedford, of 
the Victoria and Albert Museum, for their help in the selection of 
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PREFACE — continued. 

subjects for illustration, also Mr. R. L. Hobson, c.b.e., of the British 
Museum, who has kindly read through portions of the manuscript 
containing references to Chinese Ceramics. 

Throughout the preparation of the work the author has had the 
advantage of the close co-operation of his publishers, particularly of 
their Director, Mr. W. Hanneford- Smith, f.r.s. (Edin.), Hon.A.R.i.B.A., 
whose deep appreciation of Chinese Art has helped greatly to clarify 
the text in a number of important passages. 

To Mr. Charles Richard Cammell, Associate Editor of the 
Connoisseur, the writer is indebted for his careful revision of the text. 

The author also wishes to express his gratitude for the valuable 
help received from a wide circle of private collectors, who not only 
have placed their knowledge at his disposal but have allowed him to 
select certain of their treasured pieces for illustration, and a like sendee 
has been afforded by leading members of the London and foreign fine 
art trade. The names of the individual Collectors who have allowed 
their pieces to be reproduced are recorded in a special acknowledgment 
on page x. 

In the achievement of his task the writer has endeavoured to 
embody the results of a study which has occupied his leisure moments 
over a number of years and he trusts the information here presented 
will prove interesting to all students of the subject and perhaps lead 
others to take up the study of an intriguing and beautiful art, which for 
many centuries has been interwoven into the very life of the Chinese. 

STANLEY CHARLES NOTT. 

London, 

December 1936. 
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INTRODUCTION 

BY 

SIR CECIL HARCOURT-SMITH, k.c.v.o., d. litt. 

ANY excursion into the realms of Chinese Art is apt to be something 
of an adventure ; even to-day, when in the inexorable march ot 
“ progress ” the barriers which so long hedged the Celestial Empire 
are crumbling, and the “ Son of Heaven ” is an empty title, China is 
in many respects as much an undiscovered country as it was to Marco 
Polo or the Jesuit missionaries of the 17th century ; the oldest con- 
tinuous civilisation in the world, immemorial, inscrutable. 

There is always an element of rashness in attempts to evaluate the 
spiritual and intellectual as distinct from the purely aesthetic appeal in 
works of art. We are confronted with this danger especially to-day, 
when the apostles and prophets of a new creed claim some mysterious 
inner virtue as the excuse for ugliness and crudity in their manifesta- 
tions. In order to acquire even a glimmering of the basic significance 
underlying much of the art of China, we must not be wholly ignorant 
of the intimate relation it bore to the age-long traditions of religion 
and its kindred superstitions : we can trace the dawning of spiritual 
ideas and their gradual cultivation into the flower of artistic form, 
always instinct with the ruling motive of the National faith in self- 
control and contemplation. There is something here so remote in its 
super-mundane tranquillity, in its subtle and philosophic calm from 
our hustVmg journalier and journalistic work-a-day life, that one feels 
one must approach the sanctuary reverently and, as it were, with our 
shoes put off. I wonder how many of us had this sensation among 
the curious crowds at Burlington House ? For months the names of 
Chinese dynasties, Ming, Sung and T’ang were bandied about 
Piccadilly like a broken peal of exotic and inharmonious bells. 

And of all the products of Chinese there is perhaps none like 
jade for typifying its inherent characteristic. From the earliest times 
it seems to have been credited with medicmal qualities : the pietra 
“ colic Stone ” of the Spanish adventurers is the “ nephrite ” 
of the mineralogist : in its ritual character H believed to have 
qualities of the solar light, and so to have relationship with the powers 
of heaven : naturally it was thus appropriate to the Son of Heaven, 
the Emperor, and a royal attribute. To the artist-craftsman it appealed, 
not only in its range of exquisite colours, but in the hardness which to 
him was a symbol of eternity : he had the artistic impulse so to master 
this hardness as to give the effect of natural fluency : and could this 
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sensation be more aptly or more practically expressed than in the deli- 
cious term applied by the Chinese to one kind of jade “ Moss entangled 
in melting snow ” ? 

To the Western mind there is a bewildering but attractive quality 
in the symbolism which permeates so much of Chinese Art. One 
example of this which Mr. Nott mentions I find peculiarly characteristic 
and suggestive. Among the literary symbols ” worked in jade is the 
WSn chan shan tou, which being interpreted is “ Scholarship equal to 
the Hills and the Great Bear.” The polar constellation is in Chinese 
thought the abode of the god of literature, so that the scholar who has 
achieved this has far transcended even Parnassus ; but he is spared 
the toilsome hill-climb, for this Pegasus is a friendly fish-dragon. 

One of the most intriguing figures in the Chinese theogony is that 
of Kuan-Yin, who during the Sung Dynasty began to change his sex 
and, assimilating the attributes of female divinities, became a gracious 
divine Mother-type, protectress of children and giver of sons. Mr. 
Nott has given us a lucid and interesting account of her evolution. 

The author is I believe something of a new-comer into the ranks of 
writers on art. It has given me great pleasure to be permitted to offer 
him this envoi on his journey. The pages that follow bear abundant 
testimony to the wide and diligent research which he has devoted to 
the work, not only in the vast field of both European and Chinese 
sources, but also in the selection of the beautiful illustrations, both from 
public and private collections, which cannot fail to enhance its value. 
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OCCURRENCE OF JADE 
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itain a mineral believed to embod-^ 


surrounding Lake Baikal and the mountain slopes of Western 
Yunnan. 

{3) Fei-ts'ui — an emerald green variety first obtained from Lan-t’ien 
on the borders of the province of Shensi, and later imported from 
Burma.® 

This latter variety owes its Chinese name to its remarkable similarity 
in colour to the brilliant plumage of the kingfisher/ and originally 
referred only to the pieces of emerald green ; to-day it embodies all 
varieties of Jadeite with the exception of the opaque dark green. 

The colours most venerated by the Chinese are perhaps best de- 
scribed by a Manchu author/ who, writing in a.d. 1777, says 

“ There is a river in Yarkand in which are found Jade pebbles. The largest are 
as big as round fruit dishes, or square peck measures, the smallest are the size of a 
fist or chestnut, and some of the boulders weigh more than five hundred pounds. 
There are many different colours, among which snow white, kingfisher green, 
beeswax yellow, cinnabar red, and ink black, are all considered valuable ; but the 
most difficult to find are pieces of pure mutton fat texture with vermilion spots, 
and others of bright spinach green flecked with shining points of gold, so that these 
two varieties rank as the rarest and most precious of jades.” 

Lavender Jadeite is another colour greatly prized and appreciated 
in China, and very few fine examples of this are at present in European 
hands. An exceptionally beautiful pair of Tea Bowls in this material, 
which are perhaps unequalled in any Collection in Europe, are those 
in the Collection of Her Majesty Queen Mary, here illustrated in 
Plate I. 

This exquisitely coloured Lavender Jadeite chiefly comes from 
Burma, where it is found in small quantities in the headwaters of the 
Ghindwin and Mogaung tributaries of the Irrawaddy river. The emerald 

1 Journal Royal Society of Arts, 7th February, 1936, p. 339, and A. Mangin, Earth and its 
Treasures, p. 102. 

2 Compare Laufer, yaJe, p. 297, and Chavannes, Le T'ai Chan, p. 425. De Groot, The Religious 
System of China, Vol. I, p. 272, and Mayers, Chinese Readers Manual, Part i, pp, 303-304. 

■’> Bauer, “ Prm'oiir pp. 468-470. 

T'aoshua, trans. Dr. Bushell, 1910, p. 44. 

® lisi Yu Wm Chien Lu, a description of Chinese Turkestan, published, a.I). 1777- 
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green variety also is derived from these waters and mined by wild 
Kachins in the surrounding hills. 

Hua hsiieh tai tsao (“ moss entangled in melting snow ”) is another 
variety of Jadeite which comes from Burma, and its appearance reminds 
one of melted snow, frozen, veined with clouds of shaded green. 

In China jade is valued according to its colour, sonorousness and 
freedom from cracks. It should have a soft, “ greasy ” appearance when 
polished ; specimens which do not possess this oily feel when handled 
are described as “ dry ” and regarded as inferior. 

The chief visual characteristics of Jadeite and Nephrite are as 
follows : 

Jadeite is generally brighter and more vivid in colour than Nephrite. 
Its body is usually more translucent, and it is sometimes partially 
crystallised. Its basic colourings would seem to be lavender and bright 
apple green. White, streaked with emerald green, or brilliant emerald 
green, is the most valuable ; this latter colouring is due to chromium, 
the element which gives its colour to the true emerald. 

Nephrite is usually of some shade of green, deepening as the pro- 
portion of iron present increases. These may be sea green, grey green, 
celadon, lettuce green, grass green, and spinach green. Other colourings 
found in Nephrite are : Grey, blue grey, reddish grey, and greenish 
grey ; yellow ; black containing chromic iron ; cream ; and lastly the 
pure limpid white often compared to mutton fat. A typical example of 
the latter variety is shown in Plate lxiv. 

Most of the Nephrite carved in China comes from the regions of 
Khotan and Yarkand in Eastern Turkestan, the Jade mountains in 
Belurtag on the upper waters of the Tisnab River about 8o miles from 
Yarkand being probably the most notable source of supply d 

The Hsi Yu Win Chien Lu tells us that the precipitous mountain 
sides are there entirely made of jade, and narrates how the Mohammedan 
natives on yaks penetrate beyond the snow limit, light fires to split 
the rock, and then roll the boulders over the precipice into the valley 
below. 

The river boulders, as opposed to the mined rock, are chiefly found 
in the upper waters of the Yarkand Daria, and in the Yurungkash (white 
jade) and Karakash (black jade) Rivers of Khotan, where natives were, 
and still are, employed to “ fish ’’ for the precious jade. 

The principal methods adopted by the Chinese in working jade, 
based upon observations made in the workshops at Peking have been 
well-described by Dr. BushelP as follows :■ — 

“ The Chinese lapidary has all the tools of his art, an art which 
may be traced back to ancient Chaldsea and Susianay from which it 
seems to have spread at some unknown period westwards to Europe, 
southwards to India, and eastwards to China. The modern lapidary 
has invented no neW tools. The European craftsman only adds to the 
power of the old tools by the use of a continuous lathe and increasing 

1 Pope-Hennessy, Early Chinese Jades, p. 5, and Bushell, Chinese Art, Vol. I, p, 129. 

2 Bushell, C/w'nese Vol. I, pp. 135-136. 
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PLATE I 



A PAIR OF JADE I’EA CUPS AND COVERS 
Piiintcd in gu!d Dragon and Clouds. 

Colour: Lavender. Ch’ien Lung Period, .^.d. p,. 

iln tfie Collection Her Majesty Queen'Mary^ and induded by 
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its rapidity of revolution by means of steam and electricity ; the Chinese 
craftsman does the same by patient industry, as he sits alone for long 
days beside his table, working a reciprocal treadle with his feet so as 
to have his hands free for glyptic work. 

“ The tools of the craft are many, but as the Chinese say, they all 
owe their efficiency to the biting power of the abrasives with which they 
are anointed. These abrasives are prepared by various preliminary 
processes of pounding, grinding, and sifting, and are made into pastes 
with water ready for use. Four kinds are used in Peking, increasing 
in power, being — (i) ‘ yellow sand,’ quartz crystals ; (a) ‘ red sand,’ 
garnets or almadin, used with the circular saws ; (3) ‘ black sand,’ a 
kind of emery, used with the lap Avheels, etc, ; and (4) ‘ jewel dust,’ 
ruby crystals from Yunnan and Tibet, with which the leather wheel is 
smeared which gives the final polish to the jade, 

“ The crude block of jade is first sawn round with a four-handed 
toothless iron saw worked by two men, to ‘ strip off the peel.’ It is 
next roughly shaped with one of the circular saws, a graduated series of 
round discs of iron with sharp cutting edge, fitted to be mounted on 
the wooden axle of the treadle and put by it into vertical revolution. 
The prominent angles left by the saw are ground down and the piece 
is further shaped by a set of small solid iron rings mounted in turn on 
the end of the same horizontal spindle, after which the striated marks 
of the grinding are removed by a set of little polishing wheels worked 
in similar fashion by the rocking pedals. The object is now shaped ready 
to be carved in artistic relief with the lap wheels, or to be pierced through 
and through with the diamond drill and subsequently cut in open 
fretwork designs with the wire saw, the wire being inserted into holes 
pierced by the drill for the purpose. 

“ The lap wheels, which are little iron discs like small flat-headed 
nails, and are consequently called ‘ nails ’ by the Chinese lapidary, are 
hammered into the hollow end of a light iron spindle which is kept in 
motion by a leather strap worked by the treadles. The diamond drill 
is worked by hand and is kept in revolution by the usual string-bow 
wielded by the right hand of the operator, while he holds the jade in 
his left; the cup-shaped head-piece of the drill is fixed above to a 
horizontal bar, on which a heavy stone weight is hung as a counterpoise 
to give the necessary pressure. Another phase of the diamond drill is 
exhibited in the boring of smaller objects, which are floated upon boat- 
shaped supports in a bamboo tub of water while they are being bored ; 
the cup-shaped headpiece of the drill now rests in the left palm of the 
craftsman, who keeps it pressed down as he works the string bow with 
his right hand, 

“ Another instrument used by the jade worker for hollowing out the 
interior of small vases and the like is the tubular drill, a very ancient 
instrument in all parts of the world. In China it consists of a short iron 
tube, grooved in two or three places to hold emery paste, which is 
mounted on the same light iron spindle as the lap wheels. As it works 
it leaves behind a core, which has to be dug out by little gouges, and a 


number of other instruments of varied shape are provided to be worked 
on the same lathe, for a further scooping out of the interior of a vase 
that has been previously bored by the tubular drill. 

“ The fabric of the piece of jade has now been fashioned and carved 
with relief designs and openwork decoration, but it still requires a pro- 
longed polishing of the surface to bring out the intrinsic merit of the 
material. The harder the jade the more it will repay the patient handi- 
work of the craftsman, who must carefully rub down all scratches and 
angles left by wheel or saw, as he follows every curve and intricacy of 
a complicated carving. He must go over the ground again and again 
to attain in hard stone the fluent lines and delusive softness of the perfect 
piece, which should seem to have been modelled by the most delicate 
touch in some soft and plastic substance. The Chinese connoisseur 
likens a finished work in white jade to liquescent mutton fat, or to 
congealed lard, shaped as it were by the fire. The polishing tools are 
made of fine-grained wood, dried gourd skin, and ox leather, and are 
charged with the ruby-dust paste, the hardest of all. For polishing the 
surface there is a graduated series of revolving wooden wheels, from 
fifteen inches in diameter downwards, which are mounted upon a wooden 
spindle and worked upon the reciprocal treadle lathe. For searching 
out the deeper interstices of the carved work there is a selection of 
wooden plugs and cylinders of varied size and shape fitted to hold the 
abrasive, down to the smallest points, which are cut out of the rind of 
the bottle gourd. The revolving wheels which give the final polish are 
bound round with ox leather stitched together with hempen thread.” 

An interesting illustration of a jade carver’s workshop is shown in 
Plate ii.^ 

The carvings developed from the early spear heads and weapons to 
ritual tokens, and thence to the imperial emblems and the fixed Ritual 
of the Chou dynasty, ^ and passing on through the succeeding centuries 
jade became the principal medium through which a vast and mighty 
people expressed their pietistic beliefs. 

Some idea of the extensive use and importance of jade can be 
gathered from the following list of the contents of the Ku-yii fou p'Uy 
“ Illustrated Description of Ancient Jade,” in loo books, of the collection 
belonging to the second Emperor of the Southern Sung dynasty, 
printed in the year A.D. 1176 : 

1. State Treasures, Insignia of Bank, Sacrificial Symbols, Imperial Seals. Books 
1-43. 

2. Taoist Amulets, Talismans, Charms. Books 43-46. 

3. Chariot Ornaments, Official Costume Pendants. Books 47-66. 

4. Apparatus for Study, Ink Palettes, Brush-handles and Receptacles, Ju-i 
Sceptres, etc. Books 67-76. 

5. Censers for burning incense and fragrant woods. Books 77-81. 

6. Wine Ewers, Libation Cups and Drinking Cups. Books 82-90, 

7. Sacrificial Vessels and Dishes. Books 91-93. 

1 Copied from an old Chinese print reproduced in the Catalogue of the Bishop Collection. 

2 Wylie, Notes on Chinese Literature, p. 4. 
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8. Musical Instruments. Books 94-96. 

9. Furnitui-e, Jade Pillows, Screen Pictures, etc., including a large upright bowl' 

4I feet high, holding twenty gallons of wine, of white jade marbled with shaded 

greens, carved with scrolled and three-clawed dragons. Books 97-100. 

Further confirmation of the importance attached to jade by the 
Chinese is afforded by the inscription on the stone slab* of the Han 
dynasty found in the Tombs of the Wu Family, in the neighbourhood 
of the City of Chia-hsiang-hsien in the Province of Shantung,® which 
details the “Felicitous omens that herald the rule of a virtuous 
sovereign,”® as follows : — 

The Well of Pure Water that appears mysteriously -without boring. 

The Tripod capable of cooking food without heat. 

The Spotted Unicorn called ChH-Un. 

The Dragon of the Yellow River. 

The Marvellous Plant capable of indicating the day of the month. 

The Six-legged Monster. 

The White Tiger of Jade. 

The Jade Horse. 

The Jade Rock growing in marvellous manner from the ground. 

The Red Bear. 

The Twin Tree with two trunks united above. 

The Gem (pi-lui-li) disc shaped with round hole in the middle. 

The deep green Tablet of Jade {hsilan kuei) an ancient badge of rank. 

The Two-headed Quadruplets, birds and fishes. 

The White Carp that appeared to Wu Wang, the founder of the Chou dynasty. 

The White Deer used by foreign envoys when visiting the court of the Emperor- 
Huang Ti. 

The Silver Wine Jar {yin weng). 

And lastly the Jade symbol of victory {yii sMug) the form of which resembled 
that of a weaver’s spindle, or two discs united by a central bar. 

The uses of the various creations in jade are ably described by a. 
native writer, quoted by Dr. Busbell,^ who after referring to many 
ancient jade objects, historical seals, insignia of rank, girdle buckles 
and other details of a mandarines costume, continues his theme in a 
summary of 1 8th and 19th century carvings as follows : — 

“ Among the large things carved in Jade, we have all kinds of orna- 
mental vases and receptacles for flowers, large round dishes for fruit, 
wide mouthed bowls, and cisterns ; among smaller objects, pendants, 
for the girdle, hairpins and rings. For the banquet table there pe 
bowls, cups (see Plate hi), and ewers for wine ; as congratulate^ gifts 
a variety of round medallions and oblong talismans with inscriptions. 
Beakers and vases are provided to be frequently replenished at wine 
parties, a wine pot with its prescribed set of three cups for bridal 
ceremonies. There is a statuette of Buddha of long life to pray to for 
length of days, a screen carved with the eight immortal genii for Taoist 
worship (see Plate cxxxv). Ju-i sceptres and fretwork mirror-stands, 
are highly valued for betrothal gifts ; hairpins, earrings, studs for the: 

1 A rubbing of this slab was exhibited in the Oriental Congress Exhibition, Berlin, 1881. 

2 Chavannes, La Sculpture sur Pierre en Chine au temps des deux Dynasties Han^ Paris, 1893.. 

3 Bushell, Oriental Ceramic Art, p. 560. 

* Bushell, C/zineje Vol. I, p, 138. 


forehead, and bracelets for personal adornment. For the scholar’s study 
the set of three [san shih)y tripod, vase, and box, is at hand for burning 
incense, for more luxurious halls sculptured flowers of jade and jewels 
in jade pots are arranged in pairs, displaying flowers appropriate to the 
current season of the year. Combs of jade are used to dress the black 
tresses of beauty at dawn, pillows of jade for the divan to snatch a dream 
of elegance at noon. Rests for the writer’s wrist lie beside the ink pallet, 
weights are made for the tongue of the dead laid out for the funeral. 
Rouge pots and powder boxes provide the damsel with the bloom of 
the peach, brush pots and ink rests hold the weapons of the scholar in 
his window. The eight precious emblems of good fortune — the wheel 
of the law, conch-shell, umbrella, canopy, lotus-flower, jar, pair of fish, 
and endless knot — adorn the altar of the Buddhist shrine : pome- 
granates bursting open to display the seeds, sacred peaches, and 
Buddha’s hand citrons, appear as symbols of the three all-prayed-for 
abundances — of sons, of years, of happiness. Linked chains of jade 
are tokens of lasting friendship, jade seals attest the authenticity of 
important documents. There are beads for the rosary to number the 
invocations of Buddha, paper-weights for the writing table of the 
scholar, tassel ornaments for the fan screen hiding the face of the 
coquette, and keyless locks of jade for clasping round the necks of 
children. And lastly mortars and pestles for pounding drugs, thumb- 
rings for protecting the hand of the archer from the recoil of the 
bowstring ; jade mouthpieces for the pipes of tobacco smokers, and 
jade chopsticks for gourmands.” 

A large jade bowl, or cistern, rivalling in size the one referred to in 
the Ku-yii fou p’u,^ stands in one of the courtyards of the imperial 
palace at Peking. It is noticed in the travels of the celebrated friar 
Oderic, who commenced his long journeys through Asia in April, 
1318, as related in Yule’s Cathay and the Way Thither — 

“ The palace in which the great Khan dwells at Cambaluk (Peking) is of great 
size and splendour. _ In the midst of the palace is a certain great jar, more than two 
paces in height, entirely formed of a certain precious stone called Merdacas, and so 
fine, that I was told its price exceeded the value of four great towns. It is all 
hooped round with gold, and in every corner thereof is a dragon, represented as in 
act to strike most fiercely, and this jar has also fringes of network of great pearls 
hanging therefrom, and these fringes are a span in breadth. Into this vessel drink 
is conveyed by certain conduits from the court of the palace ; and beside it are many 
golden goblets from which those drink who list.” 

At the fall of the Mongol dynasty, this jar, 3 so lavishly mounted 
with gold and pearls, disappeared and was stripped of its ornaments. 
In the i 8 th century it was found again in the kitchen of a Buddhist 
temple in the vicinity, where the ignorant monks were using it as a 
receptacle for salted vegetables. The emperor Ch’ien Lung bought 
it of them for a few hundred ounces of silver, and composed, to be 
engraved inside the bowl, an ode in its honour, in which he narrates its 

1 Book 98. 

2 Vol. I, p. 130. 

Bushell, G/iw?«e Vol. I, pp. 1 33-133. 
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A PAIR OF TEA BOWLS AND SAUCER - COVERS, AND AN OPEN BOWL IN FINE 
TRANSLUCENT EGGSHELL THICKNESS JADEITE 
Colour : Pale Green splashed Emerald. Ch’ien Lung Period, a.d. 1736-1795. 

TEA BOWLS BOWI. 

Diam. 11.3 c.m. H. 7.8 c.m. Diam. 13.8 c.m. H. 5.5 c.m. 

{In the Collection of J. H. Smyth-Pigott, Esq.) 






A TRANSLUCENT NEPHRITE BOWL AND COVER 
With pierced floral and fluted decoration. 

Colour : White and Green. Ch’ien Lung Period, a.d. 1736-1795. H. 8.5 c.m. Diam. 11.5 c.m. 

{In the Victoria tmi Albert Museum.) 





PLATE V 




NEW ZEALAND JADE (NEPHRITE). Part of a boulder of translucent green nephrite. 
The polished face shows brown marks at the edges due to weathering along the schistosity. 
JADEITE-ALBITE ROCK. From the Jade mine, Uru River, Burma. Banded white 
and green jadeite and felspar. 

BOUI>DER OF JADEITE, BURMA, polished. Very coarse felted crystals of grey-green 
Jadeite. Weathered at the outside, forming a crust of brown jade. 

A TYPICAL BOULDER OF JADEITO, CHINA (or possibly imported from Burma). 
The white mark has been cut by a polishing wheel, to show the interior of white and green 
jade. 

Reproduced from photographs supplied by the Director of the Geological Survey, by permission of 
the Controller of His Majesty’s Stationery Office. {Crown Copyright.) 


SPECIMENS OF ROUGH JADE IN THE GEOLOGICAL MUSEUM, 
SOUTH KENSINGTON, LONDON. 
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history. It is a tall bowl, with flat bottom and upright sides, shaped 
like one of the large pottery fish-bowls, called3?^^a?i!g,i which the Chinese 
use in their gardens for gold fish or lotus flowers, and is boldly carved 
upon the exterior with grotesque monsters and winged horses dis- 
porting in sea- waves. 

The Mongol emperors of Hindustan were also lovers of jade, and 
it is well known that beautiful carvings in white and sage-green 
nephrites were produced under their patronage ; these w^ere often 
incrusted with rubies, emeralds and other precious stones, for which 
the soft tints of the jade afford a most effective background. The 
varieties of jade, from w^hich they w^ere carved, were originally imported 
into India from Eastern Turkestan, and were derived probably from 
the same districts from which the Chinese obtained their supplies of 
crude jade. After the Chinese conquest of Eastern Turkestan, many of 
these Indian carvings were imported into Peking, and it is not uncom- 
mon to find in a European collection such a piece of characteristically 
delicate and graceful Indian work (see Plate iv), incised with a Chinese 
inscription in verse attesting its origin, and with the imperial seals of 
Ch’ien Lung attached. Much of the finest work in jade w^as executed 
in the palace at Peking during his reign, and we are told that the imperial 
workshops of the period included a special branch called lisi Fan Tso, 
or “ Indian School,” which was devoted to the reproduction of Indian 
works. An exceptionally fine example of this type of w^ork is the 
jewelled Buddha in the Collection of Her Majesty Queen Mary, 
reproduced as frontispiece to this volume. 

The jewelled jades of China, which are occasionally met with, 
date for the most part from this period, and were perhaps mainly 
inspired from the same source. They are usually flat plates, intended 
to be mounted as small screen pictures, carved out of white jade, 
incrusted with figure scenes or other details, inlaid with rubies, amethysts, 
lapis lazuli and emerald-green jadeite, they are cut in thin slices or set 
en cabochon, and are etched with gilded lines to complete the designs. 
The soft looking jade ground makes an inimitable foil for the 
brilliant colouring and flashing sheen of the inlaid jewels. 

The Chinese term for Jade, Yil, covers a large range of stones 
including the Agate, Quartz, and Fluor families, in contrast to the 
accepted mineraiogical classification of the present day European 
scientist, who confines the term Jade to three varieties, Nephrite, 
Jadeite and Chloromelanite : it is of the carvings executed by the 
Chinese in these last-named stones only that this book will treat. 
Nephrite is composed mainly of Silica and Magnesia, and is dependant 
for its green colour upon the amount of iron present, whereas Jadeite is 
composed mainly of Silica and Alumina, also obtaining its fine green 
colour from the presence of iron. Although both of these minerals are 
known as Jade, their individuality can easily be proved by the simple 
specific gravity test — Nephrite (sp. g. about 3.0) floating in a liquid of 

1 Legge, Li Ki) VoL II, p. 12, and Couvreur, X* iiT/V Vol. I, p. 698. Note “ Yii Ku Kuan, 
Fishbone Jars.” 
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intermediate density, Jadeite (sp. g. about 3.33) sinking easily in the 
same liquid. Another test, unfortunately of a destructive character — 
though only a minute filing is necessary for its performance, is to note 
the behaviour of the minerals under heat. Nephrite becomes white 
and cloudy and fuses with difficulty to a grey slag ; Jadeite fuses easily 
even in an ordinary candle flame, colouring the flame a bright yellow, 
through the presence of sodium, which it contains in generous 
proportions, 

A further and more definite test with a filing of the minerals may 
be made with the mineralogical microscope ; with this instrument the 
structural difference between Nephrite and Jadeite is quite apparent. 
For those interested in mineralogical research into the properties of 
Jade, reference to the works of Damour (1863) and of Dr. Max Bauer 
(1904) will supply useful information of fundamental importance. 
From these writings the following interesting analyses^ and data 
respecting the comparative hardness of the mineral are derived. 

JADE 


Group 

(Nephritoids) 

1 Group 


Amphibole 

1 


Pyroxene 


NepLe 

Jadeite Chloromelanitc 

(CaO.sMgO .48102) 

(Na20.Ai203.4Si02) 



per cent. 

per cent. 

per cent. 

:Silica . . . . 

58.00 

58.24 

56. 12 

Alumina .. 

1.30 

24.77 

14.96 

Magnesia .. 

24. 18 

0.45 

2.79 

Soda 

1.28 

14.70 

10.99 

Ferrous Oxide 

2.07 

— ' 

6-54 

Ferric Oxide .. 

— 

1 .01 

3-34 

Lime 

13.24 

0.69 

S-I 7 

Potash 

— 

1-55 

trace 

Manganese Oxide 

— 


•47 

Titanium Dioxide 

, — . 

— 

.19 


100.07 

101.41 

100.57 

The various hardness of different minerals is based 

on the com- 


parative hardness between themselves and the scale known as Moh’s 
Hardness Scale, which latter gives the following values for certain 
minerals : 

1. Talc. 4. Flourite. 7. Quartz. 

2. Gypsum. 5. Apatite. 8. Topaz. 

3. Calcite. 6. Felspar. 9. Corundum (ruby, etc.). 

10. Diamond. 




Nephrite and Jadeite are relatively known as 5f and 6f , and it is 
therefore clear that many writers have erred in referring to jade as 
being very hard. This mistake has probably arisen owing to the 
toughness of jade, and the consequent difficulty of candng it. It is 
best described as being very finely fibrous to compact aggregates, and 
to this fine uniform texture its wonderful tenacity is mainly due. 

CHLOROMELANITE, 

(Sp. g. 3.4. Hardness 6 J-7) 

A black variety of Jadeite, obtained to-day in Burma, would appear 
to belong to the class to which Damour in 1865 gave the name 
“ Chloromelanite.” Recent research suggests that many black carvings 
dating from remote antiquity also come under this heading, and the 
reader is therefore referred to the analysis given here, from which it 
will be seen at once that there is a close I'elationship between this 
mineral and Jadeite ; Silica, Alumina and Soda being equally prominent 
in each. In fact it is a ferruginous and heavy variety of Jadeite. The 
discovery of an axehead in France first led to the introduction of this 
name, and interesting matter relative to this mineral will be found in 
standard books on Mineralogy. The exact situation of the mines or 
quarries from which the Chinese obtained this rock are unknown, but 
their use of the mineral is proved by several of the Black Jade carvings 
still extant. 

LOCALITIES IN WHICH JADE IS FOUND 
NEPHRITE. 

Chinese Empire : 

1. Little Bucharia. 

2. In the region of Yarkand and 
Khotan. 

3. On the slopes of the Kuen-Lun 

Zobten Mountains. 

4. In the Nan Shan Mountains, 

JADEITE. 

Asia: Bhamo. 

'Many sped- Gulbashen. 

mens from here Kaskem Valley (Jadeite was quar- 
are included tied here by the Chinese prior 

under the term to invasion, when they were 

“ YuE driven out of Yarkand). 

Canton was a great centre for jade from Burma and large quantities 
were also carved in Shanghai and Peking. 

Notwithstanding their chemical differences, Nephrite, Jadeite and 
Chloromelanite are equally prized by the Chinese. They are esteemed 
among the most valuable of all jewels and are believed^ to embody 
qualities of solar light, and to communicate directly with heavenly 
powers by means of transcendental properties, 
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Upper Burma 
Tawmaw 
Uru Valley 


Eastern Turkestan. 
Zillerthal in the Tyrol. 
Transbaikalia. 

New Zealand. 
Jordansmuhl in the 
Mountains. 
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There are many works in jade which have descended from remote 
antiquity, while, on account ot its inimitable decorative quality, it holds 
to-day a proud place among the precious stones of the world, and is often 
mounted in rich settings, even of diamonds. 

In ancient times the Chinese Emperors announced their succession 
to the throne on five tablets of jade offered up on the altar of the great 
nature deities of Heaven and Earth. ^ 

The idea that death is merely a protracted sleep and that the 
corpse may come to life was possibly the origin of one of the earliest 
Chinese rites, that of filling the mouths of the dead with jade, which 
stone was believed to be imbued with the vital energy of the Yang 
principle, and thus facilitated revival and retarded decomposition. ^ 
Koh Hung=^ says, “ If there be jade in its nine openings, a corpse will not 
putrefy.” Both the Chou Li and the Li Ki contain many references 
which confirm the importance of the use of jade in funeral rites 

The Chinese believed that jade ornaments, worn on the person, 
induced good health. If they turned dull or broke, the person wearing 
them would meet with some misfortune, while children were safe- 
guarded from sudden shock by jade bracelets and anklets. 

This veneration and esteem of the Chinese for jade is well expressed 
in the following quotation from their own immortal classic, “ The Li 

“ Benevolence lies in its gleaming surface, 

Elnowledge in its luminous quality, 

Uprightness in its unyieldingness, 

Power in its harmlessness, 

Purity of soul in its rarity and spotlessness, 

Eternity in its durability, 

Moral leading in the fact that it goes from hand to hand without being sullied.” 

In the She King (Book of Poetry)® one reads : — 

“ Be cautious of what you say ; 

Be reasonably careful of your outward demeanour ; 

In all things be mild and correct. 

A flaw in a piece of white jade may be ground away ; 

But for a flaw in speech nothing can be done.” 

A Chinese proverb reads : — 

“ Ifja.de is not polished it cannot be made worth anything. 

If man does not suffer trials he cannot be perfected.” 

According to Chinese Mythology® the Unicorn appeared to the 
mother of Confucius, knelt before her and cast from its mouth a piece 
of jade, upon which was the inscription — “ the son of the essence of 
water shall succeed to the withering Chou, and be a throneless king.”^ 
Thus we find jade used as the medium to convey the message of the 
gods. 

1 Laufer, Fine Arts Journal, June 1915 ; Chavannes, Le T'ai Chan, ^. 22, et seq., ibid. p. 173. 

2 I>e Groot, Religious Systetns of China, Yoh I, -p. 269, 274. 

2 An Alchewistic Author of the 4th century. 

4 Book XVIII, Beh-Ki, Part I, p. 3, No. 31. 

s She King {Book of Poetry), trans. Legge, Bk. Ill, Ode II, p. 513. 

® X««a/s 0/ JSawz&oo Legge’s translation, p. 109. 

'i' iyQx€, Researches into Chinese Superstitions, p. 672, and Legge, Biography of Confucius, Yol. I, 
p. 59, Note 5. 
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A JADE RrrUAL KNIFE 

Colour: Light Green, speckled Black, Shang-Yin Dynasty, 1766-1122 is.f. 35 c.m. 

{In the Eutnorfnpouhn Collection, British Muxcuin. ) 


V 


A JADE ARROW HEAD 

Colour ; Grey Green with light and 
dark shadings. L. 8.3 c.ni. 

Han Dynasty, S06 b.c.-a.d. 220. 
{In the Collection of Chang Nai-Chi, Esq.) 


A JADE SPEAR HEAD 

Colour : Grey Green speckled Black. 
Period of the Spring and Autumn Annals. 
722-481 B.c. L. lo.s c.m. 

(In the Collection of Chang Nai-Chi, Esq.) 



1 

i 



TA TS’UNG 

Decorated across the four corners with ten separate rectangular fields of relief carvings with ornamentation 
jof three horizontal bands close together, two circles above them and a shorter band above the circles. In 
several of the short bands traces of a design of groups of alternately horizontal and vertical lines are faintly 
visible. Down the centre of each side runs a 1.20 c.m. wide flat groove. 

Colour: Dark green speckled with dark and light brown marking. Chou Dynasty, 1 122-249 b.c. 
H. 29.25 c.m, (In the Collection of D. Abbes, Esq., Greenwich, Conn., U.S.A.) 




Another story, which is recorded in the Elucidation of Historic 
Annals, also confirms the Chinese esteem for jade, and refers to jade 
amulets of animal and bird form as existing under the later Han 
dynasty (a.d. 58-76).* 


Prince Liu-ying, younger brother of the Emperor Ming-ti, dis- 
covered that his fortune w^as enhanced by wearing jade amulets, in the 
form of cranes, of these he had many made both in gold and in jade, 
together with golden images of tortoises. Good fortune attended him 
until growing avaricious, he rose in rebellion against the ruler, was 
captured, stripped of all his worldly belongings, and banished. He 
committed suicide at Sia-tan yuan, in Ning-kw'oh-fu on his way into 
exile.® 


It is curious to note that Chinese carving in jade developed gradually 
from the purely mythological type, used in religious ceremonies, to a 
grotesquely symbolical type, derived from many influences, and 
similar in design to art-forms already existing in other parts of the 
world until, becoming utilitarian, it finally reached, during the Ch’ien 
Lung period, a high degree of decorative perfection. 

It must neither be believed, nor imagined, that the only type of 
carving done by the Chinese in prehistoric days was in connection with 
the rite of burial. De Groot® states that : “ The Emperor Wen-ti 
(179-156 B.c.) acquired a drinking cup of Jade, bearing the following 
inscription carved thereon : ‘ Master of Mankind, may thy life be 
prolonged to the great delight of this world.’ Many similar refer- 
ences to still earlier dates are made by other authorities, notably Dore,® 
who has covered a wide field and produced a valuable book of reference 
on the Spiritual Beliefs of the Chinese. 


1 Sy iCWi-yuera, published in 17 Vols. in 1883. 

2 Text, Zottoli, Cursus Litteraturae Sinicae, Vol. IV, p. 209. 

3 A. Tschepe, Histoire du Royaume de Tch'ou, p. 322 (Note : VaricU's Sinologiques, No. 23.) 

4 See Legge, The Chinese Classics, Vol. V. 

^ Dov€, Researches mto Chinese Stiperstitions, Vol. Y, p. yo 6 . 

•» The Religious System of China, Yol. 1 , p. zyz. 

■S' Compare Laufer, yarfe, p. 297. 

8 Researches into Chinese Superstitions. 
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In order to classify the carvings of different periods it is helpful to 
group the respective types under separate headings. For instance ^ 
those made primarily for use in the period of evolution must be dis- 
tinguished from those which are merely copies of earlier designs. 
Again, the mythological products of any period must be distinguished 
from the purely esthetic ; and these headings must be further sub- 
divided. By so doing we shall be able to appreciate the subtle differences 
of technique between the works of each period. To assist us in this, 
reference, whenever possible, should be made to actual specimens, as 
well as to illustrations in order to effect a comparison of styles. 

It is curious that the jade craftsman unfailingly allows some 
individual inbred artistry to reveal itself, and a mode, or characteristic 
trait, of his period is usually manifest in the work he creates. It is 
of course extremely difficult to discern exactly where any one particular 
dynasty merges into another, as there is no definite or sudden change of 
type ; differences in style, however, are discernible, as the author hopes, 
will be apparent in the following chapters. 
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CHAPTER 11 . 

ARCHAIC CARVINGS IN JADE. 

FOR convenience the carvings of archaic type may be grouped into 
two main divisions : (i) those made prior to the Han Dynasty (206 B.c.); 
(2) those which followed immediately thereafter, up to the commence- 
ment of the Ming Dynasty (a.d. 1368). 

The productions of the first division may be classified into four groups, 
viz. : — (a) Jade weapons and implements which may probably belong 
to an early “ Stone Age.” (b) Jades for Burial Ritual, (c) Jades for 
Court and Sacrificial purposes, (d) Jades serving as charms, tokens, or 
ornaments. 

The dating of the pieces of the first main division presents con- 
siderable difficulty owing to the almost complete absence of archeo- 
logical knowledge concerning them. In considering their chronology 
it is therefore necessary to accept some assistance from mythology ; 
to have due regard to the evidence afforded by modern geographical 
and mineralogical research,^ and to study with minute care such 
significant characteristics as those of texture, surface and colour, as 
well as the form of the carvings themselves. 

The jade used for the archaic carving was of two kinds, (a) that found 
in river boulders, and (b) that from rock-like formations which had not 
been affected by water for any length of time before being worked.^ 
In certain cases it would seem that after carving, specimens were sub- 
jected to the action of heat or fire.® 

It would appear that the Chinese from the earliest times were 
conservative in their choice of raw material for their carvings, and it 
may be significant that in many instances mineralogical classification 
agrees fairly closely with logical chronological classification. 

Nephrite from different localities usually differs in colour. This 
feature taken in conjunction with the microscopic and chemical com- 
position serves to determine the locality from which any particular 
specimen has come. The colour of nephrite depends upon the amount 
of iron present ; it is usually of some shade of green, brighter or paler 
according to the amount of iron present. In rare cases the mineral is 
practically colourless, but various tints of green are met with, including 
grey green, leek green, grass green and emerald green, also yellow, brown 
and grey, splashed with a bluish, reddish or greenish tinge.* According 
to recent mineralogical research it is possible to divide nephrite into three 

1 Dr. Bushel! says, “ It may be taken for granted that the jade used in prehistoric carvings in 
this material was generally obtained from local sources.” Chinese Art, Vol. I, p. 138. 

2 “ In the Pamir region jadeite occurs in situ in the valley of Tunga, a tributary on the left bank 

of the Raskem Daria. The quarries are situated about thirty or forty versts from the nephrite 
quarries in the Kasem valley. This deposit was at one time worked by the Chinese, but since the 
latter were driven from Yarkand the quarries have been abandoned.” In the nephrite niines at 
Gulbash^n, in the Karakash valley, jadeite has been found intermingled with nephrite. Mines 
of jadeite are situated in Mogoung near the river Uru, and in the form of rounded boulders or 
pebbles, it is also fotind in the debris of the Uru River ; but above Sabka on this river, it is entirely 
absent. (Preaozw Bauer, p. 468, par. 4.) 

^ Investigations and Studies in Jade, BishoT[),\o\. 11 , p. 

^ Prm'ozzr Bauer, pp. 459-460. 
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divisions — (i) material quarried out of primary deposits ; (2) material 
carried down from inaccessible heights by glaciers; (3) water- worn 
boulders from the ancient glacial deposits or from the later alluvial 
deposits of rivers. 

It was on account of its toughness and durability that jade first 
attracted the attention of the Chinese carver, and it may be that the 
Neolithic discoveries in Ssu Ch’uan by Professor D. S. Dye,^ whose 
collection is now preserved in the Union University Museum, Cheng-tu, 
will partially uphold a theory that a Palaeolithic Age existed in China^ — 
an assumption which may well lead us to conclude that the crudely 
formed spear-heads and weapons® usually assigned to the Chou 
Dynasty were of a much earlier epoch (see Plate vi). 

Carvings of a Spiritual or Religious character have been found in 
caves in the Valley of the Upper Yellow River and in excavations at 
the foot of the Kansu Hills, ^ whence there are specimens, in the form 
of large flat rings, suggesting a connection with the Six Sacrificial 
objects (the Pi, Ts’ung, Kuei, Chang, Hu and HuangY which have 
been tentatively identified on evidence contained in the Chou Li.^ 

It would seem probable, therefore, although so far we have no 
definite proof thereof, that at some period following the Paleolithic Age 
a more advanced and cultivated race found in jade a substance fitted 
for the embodiment of their Spiritual beliefs, possibly on account of 
its apparent perpetuity and the appeal of its wonderful range of colours. 
This would explain the presence among sacrificial objects of certain 
elementary geometrical forms inspired possibly by the Astronomers,'^ 
to which belong the six sacrificial objects referred to on pp. 15 and 31. 

Following such carvings as these, one would expect to find a more 
developed type of ritual symbol, and in this connection the Ta Tshmg^ 
(see Plate vii) would seem to take its natural place. It is perhaps the 
&st composite form found in jade and embodies the earliest funda- 
mental religious beliefs of the Chinese. It took the form of a plain 
square prism enclosing a hollow cylinder, probably a combination of the 
circular pf and another form which may have been the Chang, ^ and was 
perhaps connected with the fertility deities of early Ancestor Worship.^® 
A peculiar feature noticeable in the Ts'ung is the imperfect drilling of 
its centre which, through its dual arrangement and opposition (charac- 

1 Chinese Art, hj A. Silcock, p. z6. 

2 Dr. Laufer states that “ the Chinese have never passed through an epoch which for other 
culture-regions has been designated as a stone age ” {yade, p. zg), but the evidence he produces by 
no means suffices to substantiate this statement. Gf. Dr. Cheng. 

3 Prehistoric axes and celts of jade have been found in both jadeite and nephrite. They are 
known as yao chan, ox “ medicine spades,” and are supposed to be relics of the Taoist herbalists of 
mythological days. C&Wse Alrt, Bushell, Vol. I, p. 138. 

^ Preliminary Report on Archceologiced Research in Hansu. 

® Page 3 1 in this book. 

® Biot, Le Tcheou li, 

7 Pope-Hennessy in CAmese Alrt, edited by Leigh Ashton, p. 92. 

8 Incorrectly described in the Ku yii fou p'u as wheel hubs of ancient jade chariots. Laufer, 
Jade, p. 125. 

9 Dame Una Pope-Hennessy, referring to the Chang says, “its shape as known to-day 
admittedly only comes from the 3rd century B.c.” {Chinese Art, edited by Leigh Ashton, p. 92.) 

y See article on the Tk’nng by Professor Karlgren, “ Some Fecundity Symbols in Ancient 
China in the Bw/Aitm of the Museum of Far Eastern Antiquities, Stockholm. 
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PlvA'I’E VIII 



A JADE TS'UNG RITUAL EMBLEM 

Colour : Green, splashed Brown and Black markings. H. 14.5 c.m. W. 7.5 c.m. 

Chou Dynasty, 1122-349 B.c. 

{In the Eivmorfoponlos Collection^ V ictoria and Albert Museum,) 








A JADE CARVING OF 
THE RAT 

Colour : Bone. L. 2.6 c.m. 
Chou Dynasty, 1122-249 B.c, 


A JADE CARVING OF THE SNAKE 

Colour : Pale Green and Brown. L. 4.3 c.m, 
Sung Dynast}^ a.d. 1127-1279. 


A JADE CARVING OF 
THE MONKEY 

Colour: Green, splashed bone 
shadings. L. 5.2 c.m. 

Chou Dynasty, 1 122-249 b.c. 


(All in a Prwate Collection, U.S.A.) 


A JADE HUANG TS’UNG A J 

Colour : Pale Green covered with a Bluish sheen and Colour : Pale 

earth markings. FI. 6.9 c.m. W. 4 c.m. and Greyweatl 

Early Chou Dynasty, 1 122-722 B.c. Late Hi 

{Both in the Collection of A. W. Bahr}JEsq.) 
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teristic of heavenly bodies when i8o degrees apart), is undoubtedly of 
great symbolic importance, embodying an attempt to portray the yin 
and yang principle of creation. Considering the skill displayed in the 
drilling and decoration of many jades assigned to the Chou Dynasty, it 
would appear that the plain Huang Ts'ung originated at a much earlier 
date (Plate ix). If we accept this latter theor}’’, we shall be able to under- 
stand how it was that during the Shang Yin Dynasty the carver was able 
to produce examples of the Ts^ung ornamented with the Pa Kua, or eight 
trigrams, a device said to have been introduced by the mythical Emperor 
Fu Hsi, 2953 also the flat type of animal and bird representation, 
of which perhaps the Tiger^ and the Dragon were the first. 

Fig. I shows an example of the plain Tshmg of the 
Shang Yin or an earlier period, reproduced from 
Wu Ta Ch’eng’s book,^ and described therein as “ a 
Huang Ts^ung^ 18.9 c.m. high ; canned in a Yellow 
Jade bearing red spots.’’ 

Fig. 2 shows the decorated type of Ts’ung of the Fig. i 
Chou Dynasty, described by Wu Ta Ch’eng as a T'sti- 
ts'ung 1 1. 5 c.m. high, carved in “White Jade bearing 
black veining.” f 

Burial jades may have originated at the time of the 
Chou Dynasty. They are referred to in the Chou LP 
as follows : “ The steward of the treasury was Fig. 2 

entrusted with looking after these interesting pieces. ... He fastens 
silken cords through the apertures with which these pieces are per- 
forated. These are the Kuei, the half iCm, or Change th-O. circular 
disc Pf, the jade tube Ts'ung, the tablet in shape of a tiger /fw, and the 
tablet in shape of a half circle Huang, The Steward removes the 
circular disc Pi from the tube Ts\mg. The objects are thus arranged 
to be deposited with the corpse and when the body is placed in the 
cofiin, the Kuei is to the left, the half Kuei is at the head. The tablet 
in the shape of a tiger is to the right. The tablet in shape of a half 
circle is at the feet. The circle disc is under the back. The jade tube 
Ts’ung is on the abdomen. In this way, one figures a representation 
of the Fang-Ming or brilliant cube which serves as an emblem in the 
sacrifices. The circular disc Pi and the octagonal tablet Ts’ung are by 
their separation, symbolical of Heaven and Earth.” 

According to the Chinese philosophical belieT “the universe is a 
compound of an infinite number of Kwei (the material sonl) and Shen 
(the superior soul) continuously infused into men and animals. In 
ancient times, the Chinese knew but the Kwei; the came later. 
The Kwei emanated from the earth, and returned thereto after death, 
remaining with the body in the grave. The Shen^ or superior soul, 
emanated from the ethereal part of the cosmos and constituted the 

LiSgge, The Great Plan, p. 323. 

^ Jawiet, Archaic Jades in the Bohr Collection, p. ZT- 

3 lAsxyn Illustrated Study of Ancient Jades, pxibmhed 

4 Biot, Vol. I, p. 490, 

6 De Groot, Religious System of China, Vol. IV, p. S- (The Soul m Philosophy.) 
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great Yang principle. It was made manifest by the KH or breath. 
After death ‘ the superior soul ’ ascends to the higher regions, there to 
live on as lucid matter, Shen-ming. The hwun is the energy of the 
Shen.” 

Does not this learned explanation throw light on the animal, bird, 
fish and figure representations as distinct from the burial jades ? It 
may well be that the conception of the former was partly due to this 
interpretation of life and death : the carver evolving, from the dictates 
of a diviner, his various forms for burial with the body. If we can 
accept the importance of the various animals and birds, as recorded 
in Mythological writings, it seems probable that the forms of the jade 
carvings conform strictly to the traditional characters of the different 
creatures. Beaff tells us the Chinese believe that a person who, a short 
while after the death of any one, examining carefully that part of the 
body which remains warm the longest, can divine what character and 
form the spirit just departed will occupy in its next incarnation. This 
reasoning supplies a partial explanation of the highly stylised character 
given to the human form in many jade carvings (see Plate xi) : the 
suggestion being that the deceased who is there imaged will return to 
Earth as a god, hence his portrayal in a form largely devoid of human 
characteristics. 

Mr. W. A. Thorpe when dealing with this subject in an admir- 
able article on the Jades in the Rutherston Collection in the South Ken- 
sington Museum, 2 writes that “ worship, being emotionally^ grounded, 
required a concrete apparatus. Thus the logical bias passed from 
astronomy, through worship, into the design of ritual objects, and thence 
to pure decoration.” 

Dame Una Pope-Hennessy says that “ One dynasty destroyed 
the art of another in China and it is supposed that many Shang- 
Yin objects were broken up in Chou days, but the great bugbear 
of the student of early Chinese jades is Shih Huang Ch’in or Ch’in 
Shih, the Napoleonic character thrown up in the 3rd century b.c. 
by the most influential of the states of the Chou Empire, the Duchy of 
Chhn.”* This in fact refers to the period of the Warring States and 
marks the commencement of a new era in the study of Archaic Jades. 

A Catena of Buddhist Scripture from the Chinese, 'p. 

2 Vol. LV, No. CCCXX, November 1929. 

3 Cf. Li Chi, ed. Couvreur I, 58. 

^ Jades, p. Chinese Art, edited hy Leigh Ashton. 
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PLATE X 



PLATE XI 



A HIGHLY STYLISED HUMAN FIGURE IN NEPHRITE 

Colour: Grey Green, mottled Black and Brown. H. 16.5 0.01. 

Early (Western) Chou Period, 1 122-722 B.c. 

{In the Eumorfopoulos Collection, British Museum.) 


CHAPTER III. 

ARCHAIC RITUAL SYMBOLS AND IMPERIAL 
EMBLEMS UP TO THE HAN DYNASTY. 

IT may assist the reader to a fuller understanding of the meaning and 
significance of the various designs met with in archaic jades if we briefly 
consider, in the light of recent research, certain specimens illustrated in 
the Chinese work Ifivestigaimis into Ancient Jadesi^ by General Wii 
Ta Ch’eng. The author of this remarkable book was a military officer 
of high rank in the Chinese army, who had made a lifelong study of 
jade carvings of which he possessed many examples, a number of which, 
after his death, were acquired by the Field Museum in Chicago- and by 
various private collectors. The most outstanding specimens in his 
collection are illustrated in his book, in a series of woodcut en- 
gravings which bear evidence of having been prepared with minute 
care. It is from these engravings that the figures included in tliis 
chapter have been reproduced, mostl}' to a reduced scale. 



Fig. 3 

JADE HAMMER SHAPED RITUAL SYMBOL 
Dark Green Jade mottled in various colours. 

H. 23.5 c.m. 

This Specimen, Fig, 3, is identified by Wu through the medium of 
the Chou where a similar form is described as “ a tablet of the Son of 
Heaven with a pi in the centre.” Wu, however, is of the opinion that 
it is actually the Chin Kuei^ the symbol of imperial sovereignty. Dr. 
Laufer agrees with this opinion, suggesting that its form may be derived 
from a ceremonial axe. I prefer to accept the interpretation of the 

1 Published in Peking in 1889 and now extremely scarce. The personal copy of Wu Ta Ch’gng’s 
book has been used for reference during the compilation of this book, all quotations and reproduc- 
tions of drawings having been made therefrom. 

2 The Collection of Archaic Jades iii the Field Museum may be considered to be in two distinct 
parts; 

(a) Those acquired from Mr. A. W. Bahr and tabulated “ Bahr Collection.” 

(b) Those acquired from various sources unnamed. 

Unless otherwise stated reference made to archaic Jades in the possession of this Museum 
throughout this book refer to specimens under catagory (a). 

3 Biot, Vol. II, p. 523 - 
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teristics, derived possibly from a stone weapon^ and a ritual pi^ its 
religious significance being suggested by the malformation of the 
chamfered upper left corner, a peculiarity which may be of significance 
parallel to the imperfect drilling of the Ts’ung^ the example thus forming 
a connecting link between the productions of an early Palaeolithic 
Age and those of a highly cultivated ritualistic people of a later period 
prior to the Chou Dynasty.^ In fact it may well be the symbol from 
which the Ts’ung was later evolved. I have discussed with Mr. A. W. 
Bahr the possible explanation of the defacement noticeable in many 
early ritual jades, and he is in agreement with me in thinking that this 
had a religious significance. It is of interest to note that the black jade 
ritual-knife of the Chou Dynasty, possessed by Mr. Bahr, which is 
perhaps one of the finest of its kind in European hands, is definitely and 
deliberately defaced. (See Plate xiii.) An example possessing 
similar characteristics is found in the Eumorfopoulos Collection (see 
Platexii). 



This specimen (Fig. 4) is considered by Wu to be the Chang, ^ Dr. 
Laufer says that it may be the Pien Chang, ^ Its form and character 
would rather suggest the kuei^ which is described by Pan Ku in the Po hu 

^ Gtoot, Religious System of China, Y0I. YI, 

2 CL Archaic Jades in the Bahr Collection, 'S'\'SLt& ^111, TSo, 2, 

See p. 3a. 

4 Compare the Chou Chisel illustrated in Plate VIII, of Archaic Jades in the Bahr Collection. 

5 “ The Chang " according to early Chinese records is a tablet of Jade emblematic of Imperial 
power divided into four types : the Ta Chang 9 inches long, the Chung Chang 9 inches long, 
the Pien Chang 7 inches long, and the Ya Chang bearing a tooth-like protrusion. See Chou Li, 
Vol. II, 9, 527. Biot nnd JEfng (ed. Legge, Vol. II, p. 306). 

6 “ The Pien Chang ’’ according to the C^oa Z,i was the emblem used by the Emperor in the 
Public Worship to the Mountains and Rivers during the third or Autumn Sacrifice. See Bushell, 
Oriental Ceramic Art, Y. 13 ° 5 p. 5> “ A set of 16 of different sizes and thicknesses form the Pien 
Ch’ing, or * Stone Chime.' ” Did Dr. Laufer unconsciously connect this specimen with this very 
ancient musical instrument ? 
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A JADE KUEI, SYMBOL OF AUTHORITY 

Colour : Orange, shaded Green and Black. L. 30.5 c.m. W. 7.2 c.m. 

Early Chou Dynasty, 1 122-722 b.c. 

{In the Collection of Mr. and Mrs. Edward Sonnenschein.) 



Colour : Black. 


AN EARLY JADE KNIFE 

L. 43.2 c.m. W. 9.5 c.m. 
Early Chou Dynasty, 1 122-722 b.c. 

{In the Collection of A. W. Bahr, Esq.) 



A JADE PI OR RITUAL DISC 

Colour : Black and Green. Diam. 21.8 e.m. 

Shang Yin Dynasty, 1766-1122 B.c. 

(In the Euntorfopoulos Collection, British Museum.) 



fung as a “ tablet pointed above and angular below, the tapering part 
signifying the male principle Yang^ and the lower portion (or oblong 
part) the female principle The hole in the centre of the lower 

rectangular section, points to the same ritual significance as that of the 
pi. The decoration on the “ male ” or pointed end is suggestive of the 
trigrams which are themselves fimdamentally related to the Yang 
and Yin principle. This decorated object has a similar imperfection 
on the left side of its pointed end. These peculiarities which have 
obvious connections with early Chinese ritual lead one to conclude 
that this carving was a very early rendering of the Kttei, for in the 
Chou Li, Chapter xviii, we read “ with the yellow jade tube ts^mig, he 
does homage to Earth. With the green tablet Kuei, he rendered homage 
to the region of the East.”^ In an intensive search througli several 
collections of Archaic Jades, I have been unable to find but few similar 
specimens:* 



Fig. 5 Fig. 6 

rS'ING KUEI ? TA KUEI 

Dark or Green Jade. Dark Green and Black Jade. 

H. 29.8 c.m. H. 25.8 c.m. 

Wu gives no explanation of the significance of the specimen 
illustrated in Fig, 5. Dr. Laufer suggests that it may be the TsHng 
kuei which derived its form from the axe.^ I am of opinion that the 
specimen is more probably the Ta kuei, which has been described by 
Biot® as a large tablet with hammer-shaped head, three feet long,'^ used 
exclusively by the Emperor, and carried by him attached to his girdle. 
A comparison of Fig. 5 with Fig. 6 suggests that this type later became 
modified to conform more closely with the accepted description of the 

1 Laufer also quotes Pan Ku, p. 99, 

2 Mayer’s Chinese Reader's Manual, p. 333, and Legge’s Yi King in Sacred Books of the East, 
Vol. XVI (Oxford 1882). 

3 Biot, Vol. I, pp. 434-435. 

4 An unadorned exainple of this form is in the Collection of M. Vignier, Paris, It is 20.5 c.m. in 
length and reputed to be of the Chou Dynasty, See Chinesische Kunst, /No. 163. 

s 'Laufer, jfade, p. 96. 

<■> Biot, Vol. I, p. 484, and Vol, II, p. 522. 

2 Laufer, 91, where he qpholds Wu as to the length of the symbol, and tells us that the 

old measure compared with the measure of to-day is as I to 3 in units. 
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kuei as given in the Chou Li (see Plate xiii), where we read “ the 
green tablet kuei was used to render homage to the region of the East ” 
and was “ pointed like a lance head.” The absence of decoration on 
these specimens would certainly uphold the assumption that they were 
used in a ritual manner.^ 



Fig. 7 
KU KUEI 

Green Jade with Black spots. 

H. 13.5 c.m. 

Wu identifies this specimen (Fig. 7) with the Ku kuei, which is 
described as a “ tablet of grains, ”2 seven inches long ; given by the 
emperor as a talisman to his bride.® 

Dr. Laufer expresses the opinion that it derived its form from a 
spear, and attempts to establish further Wu’s deductions.^ The 
general form and decoration of the specimen which bears a strong 
resemblance in design and character to the Fang Sheng^ would certainly 
lead one to imagine that it is inspired both by the Jade Chang (Fig. 4) 
and the Takuei (Fig. 6). The presence of decoration and the absence 
of a hole suggests that the object was not associated with ritual or worn 
emblems.® 

The specimen shown in Fig. 8 is not commented upon by Wu. Dr. 
Laufer suggests that it derives its form from a knife-shaped implement 
probably dating from the Shang Dynasty. 

The example bears a strong resemblance to that shown in Fig. 10. 
The hole, however, is not placed in the central or ritual position, which 
would suggest that it is the earlier form of the later (Fig. 9), 

Legge, Vol. I, p. 400. Couvreur, Vol. I, the hi A'iVp. 549- “ Acts of the greatest reverence 
admit of no decoration.” 

2 (a) Bushell, Oriental Ceramic Art, p, iio. ” Feng Mi ” grains of rice, often represented 
on pierced medallions of ancient jade, the earliest tokens of value in China, (b) La Cer antique 

by Grandidier, PI. 11,7. 

3 Biot, Vol. II, p. 535. 

4 Laufer, yade, pp. 97-99. 

s Bushell, Oriental Ceramic Art, p. 120. 

8 Legge, Vol. I, p. 400. 

’ Laufer, yhdfi, p. 99. 
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Laufer considers this classification premature, owing to the lack of the 
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CHEN KUEI '''CHm ^KUEL \ ■ 

Dark Green with Black Red. 

spots. , ■ ■ . 

former implement characteristics and also to the absence of the large 
central hole. These peGuliarities, however, would appear to confirm 
Wu’s classification, for the examples are no longer purely ritual 
symbols but emblems associated with the Emperor, the imperfect 
drilling^ and defaced surface^ of Fig. io, and the defaced comer in 


1 Symbolising the Yin and Yang principle. 

2 Significant of human faults and failings. 


21 






Fig. ir, being reminiscent of their former ritual significance. Biot^ 
tells us that the Chin kuei is a tablet of power, measuring one foot two 
inches long, the use of which is confined solely to the Emperor, who 
carried it in his hands on ceremonial occasions.^ It will be^ noticed 
that both pieces are unadorned, which suggests some connection with 
ritual. The orange-coloured jade kuei belonging to Mrs. E. Sonnen- 
schein, shown at the recent Exhibition of Chinese ArF at Burlington 
House, is of similar character (Plate xiii). 



Fig. 12 
CHANG ? 

(Possibly the Yen kuei) 



Fig. 13 

YEN KUEI. 
Colour Black. 


Wu does not express any opinion concerning this specimen (Fig. 12). 
Dr. Laufer, however, suggests that it may be derived from some earlier 
form of implement, and dates possibly from the Shang-Yin Dynasty. 
He further attempts to connect it with the Chang‘d through the medium 
of Chang Pang-ki’s book, the Mo chuang man lu} If we compare 
the Yen kuei (Fig. 13) identified by Wu, with the Chang (Fig. 12) 
established by Laufer, a most noticeable development of form is 
apparent, and I believe this type of Chang is probably the earliest form 
of the later Yen kuei^ described by Biot® as a pointed tablet which pos- 
sesses the virtue of changing conduct or destroying depravity. It was 
sent by the Emperor (by messenger) as an emblem of warning, or token 
of disfavour, to a feudal prince suspected of wrong doing. An excellent 
example of the Yen kuei which was found during excavations at Yu-Lin- 
Fu (border of Honan Province) is shown in Plate xvi. 

Wu identifies the specimens depicted in Figs. 14 and 15 as Yuan kuei, 
described by Biori as “ a rounded tablet nine inches long, fastened by 

1 Biot, Vol. I, p. 484. 

2 Legge, Vol. I, p. 400. 

S’pQCirsxen. ■zg'j, Chinese Art Exhibitio 7 i Catalogue, p. lo. 

^ Laufer, p. 100. 

5 Published circa a.d. 1230 and containing 10 chapters, revised and reprinted a.d. 1800 as part 
of the Shua Ling, 30 Vols. 

s Biot, Vol. I, p. 491, and Vol. Il, p. 524. 

7 Biot, Vol. II, p. 523, Vol. I, p. 491. GAom Xj, p. 83. 
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' A.'' ■ ■ B. ■ 

A. A JADE HWUHy c?LX\'td in Cloud Jade. 

Colour : Pinkish Grey Green, mottled Black and dark (Jreen shadings. 

Han Dynasty, 206 b.c.-a.d. 220. L. 31.7 c.ni. 

B. AN EARLY JADE YA-CHANG. Found during excavations at Yu-Lin-Fu in Honan 
Province, 

Colour : Sage Green covered with earth markings. Chou Dynasty 1123-249 B.u. 

L. 32.1 c.m. 


(Both in the Collection of A, W. Bahr^ Esq.) 



Colour : Grey Green, flecked and 
Han Dynasty, 206 b.c.-a.d. 220. 


A JADE HWUH 
Bearing symbolical gash defacement, 
streaked with Black, Grey, Fawn, Orange and Brown. 

L. 24 c.m. W. 6.7 c.m. 
(In a Private Collection, U.S.A.) 



AN EARLY JADE SACRIFICIAL GRAIN-SCOUP ; 

Probably used to scoup up the corn for the offerings made to the God Of Agriculture during the Spring and Winter 

Festivals. -'C' .'.7 ■ 

Colour: Bone with Earth markings. H. cj.5 c.m. W. 7.7 c.m. Breadth 5.3 c.m. 

Chou Dynasty, 1 122-249 B.c. 



a silken band, used to regulate virtue.” These emblems were used by 
the emperor as a token of esteem and reward to worthy princes. 



Fig. 14 YUAN KUEI Fig. 15 

Dark Green. Dark Green with earth 

30.4 c,m. spots. 

30.0 c.m. 


Fig. 16. This specimen is identified by Wu with the piece referred 
to in the Chou Li as the Ya-Chang,^ “ a tablet with a tooth which 
serves to mobilise troops and to administer the military posts.” 

In my opinion it would appear more likely to be one of the five 
tablets of jade used ceremoniously by the Chinese Emperors in 
announcing their succession to the throne. 



Fig. 16 Fig. 17 


YA CHANG HU 'l 

Dark Green, and White Jade. Green, covered by a Black mist. 

' L. 44.4:C.m. 

Fig. 17 described by Wu Ta Ch’eng as being carved in “ Green Jade 
covered by a black mist,” and dated by him as from the Chou Dynasty. 
It has been considered by some authorities to be an Imperial writing 
Tablet (Hm), and has therefore been erroneously connected with the 

1 Biot, Vol. II, p. 527. 

■ ■ 2S 



equipment of the Scribe. This emblem^, an exceptional example of 
which is in the Collection of Mr. A. W. Bahr, is illustrated in Plate xiii, 
would seem more likely to be another type of the five tablets in jade 
just referred to, and, considered in this light, conforms fairly closely 
to the reference to these objects in the Li 

Fig. i8is described by Wu Ta Ch’eng as being carved in “ A yellow 
Jade with carnelian markings.” A similar excellent example is in 
the Collection of H.R.H. The Crown Prince of Sweden, illustrated 
in Plate xii. This type appears to conform with the description of 
the Ancient Dance Axe® referred to in the Li Ki (Ming Tang Wei 9)^ 
and used by the Emperor during the ritual to Chou-Kung in the 
royal temple. 


IMPERIAL INVESTITURE TABLETS 



Fig. 18 


BioT tells us that special workmen called “ Jade 
men ” were employed by the Emperor to carve the 
Imperial tablets and, further, that the Imperial symbol 
was regulated in design, dimensions and colour,® 
corresponding to the rank of its bearer, thus, that used 
by the Emperor was of white jade and the others of 
various distinguishing colours. The characteristics 
and purpose of the tablets are as follows : 



A Mao Kuei : a short cube of jade, each side four inches long with an 
arched shaped section cut out on the lower face,’ used 
by the Emperor at an investiture in the same manner 
as a capping sword. 


1 Compare Chinese Exhibition Catalogue (London), No. 288. 

2 During the Han Dynasty this emblem seems to have been supplemented by the Hwuh 
(Plates XIV and XV), a tablet three feet long, held before the breast by courtiers during their 
audience with the Emperor. A practice which continued up to the close of the Ming Dynasty. 

3 Compare ’LuufeT, Archaic Jades in the Bahr Collection, IK, bio. i. 

^ “ The Emperor took a red lance and a Jade Axe ” (see page 42). 

s Biot, Vol. II, p. 519, Vol. I, p. 483. 

6 Biot, Vol. II, p. 521. ^ ^ : 

S’ Ibid, p. 520, and Ku rning, 23rd ed. Couvreur, p. 356. 
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PLATE XVn 


A SERRATED JADE DISC 
Carved on opposite edges with seven notches. 

Ivory. Early Chou Dynasty, 1 1212-722 b.c. Diam. 12.7 c.m. 
(In the Collection of Mr. and Mrs. Edward Sonnenschein.) 


A JADE PI 

A Ritual Emblem, decorated with Dragon. 

Coi^ouR ; Green. Chou Dynasty, 1 122-249 b.c. Diam. 12 c.m. 

{In the Eumorfopoidos Collection, Victoria and Albert Museum.) 





Huan kiiei : 
Sin kuei : 


Kimg kuei : 


Pi 


Nan : 


a “ pillar tablet,” nine inches long, used as an investiture 
tablet for a feudal prince of the first rankt (see Fig. 19). 
a narrow pillar tablet, seven inches long, used as an 
investiture tablet for a feudal prince of the second rank 
(see Fig. 20). 

a curved tablet seven inches long, used as an investiture 
tablet for a feudal prince of the third rank (see Fig. 21). 
a perforated circular disc with grain pattern, used as an 
investiture tablet for a feudal prince of the fourth rank 
(see Fig. 22). 

a jade disc, ornamented with the emblem of rushes, used 
as an investiture tablet for a feudal prince of the fifth 
rank (see Fig. 23). 



Figs. 22 and 23 are reproduced from the Ki and appear somewhat 
flamboyant in character. The reason for this may possibly be explained 
by the commentator having based his dratving upon the original 
inspiration of the decoration of these discs, rather than from an actual 
jade emblem. The Li Ki states that female plants of Hemp were 
offered to the Gods^ during the ritual sacrifices, and as most of these 
emblems appear to have been evolved from previous ritual objects, it 
seems feasible that those bearing decoration should have had their 
decoration inspired from the same source. Under these circumstances 
the Pi investiture tablet of the feudal princes of the fourth rank is most 
likely similar in character to the gray jade disc in the Collection of 
Mr. H. Hardt, Berlin, 3 and the iVaw investiture tablet of the feudal 
princes of the fifth rank is similar to the jade disc 
in the Field Museum,^ the decoration thereon 
suggesting the bark of the Hemp-palm embodied 
in the archaic rendering of the thunder symbol. 

Fig. 24 represents a similar type of carving 
described by Wu Ta Ch’eng as covered “ with 
earth coloured markings,” the decoration being 
described by Laufer as the “ sleeping Silkworm 
Cocoon Pattern.” 

ric, 24 

1 Laufer, p. 84. 

2 Page 42 in this book. 

3 C/w'jiesi’iic'/ie Klimt, No. 154. ^ 

•* Archaic Jades in the Bahr Collection, Plate XI I, 




to represent some type or astronomical instrument, it will be necessary 
to appreciate not only the involved and intenvoven ideas of the Chinese 
concerning Astrology, Astronomy and Divination, but also the affili- 
ated philosophical beliefs of this remarkable people. These beliefs 
embodied the thought that the Gods communicated their knowledge to 
the world, through oracles, dreams, signs, omens and portents. Thus 
the symbols used to convey the messages might take the form of the 
stars of heaven, the semblance of earth, ether or water, or that of animals. 


Li Ki records that divination preceded the Border Sacrifice.*^ 

During the Shang-Yin Dynasty we read that diviners were con- 
sulted by the Emperor P’an-keng prior to his removal of the capital 
to the North of the Yellow River.® In the Chou Li is recorded* the 
classification and names of the various State Diviners of the Chou 
Dynasty. In studying the records of the methods used by these 
early Diviners, we find that the formula of the ‘‘ Eight Diagrams,” 
various “ Rods,” and information gleaned from the starry heavens,” 


Another record tells us® that the Emperor Shun 


shown here in Fig, 26,ut will be seen that this carving (ciaimed by Wu 
to be a jade astronomical instrument, the now preserved in 


1 (a) (Sacreii Boofo 0/ Sirf, Vol, XVI, Oxford 1882, p. 40. 

(b) Yih-King, Appendix III, p. 374, para. 34 (L^gge’s translation). 

(c) i* s; Book I, K’ii-Ii. 

(d) iSAu-itiwg, chapter Hung-fan, “ The Great Plan.” 

2 Book IX, p. 428. 

3 Book of Records, Legge’s translation, p. 222. 

4 The Ritual of the Chou Dynasty. 

^ Ma TsHen M€m. Hist., Vol.l, p. 

6 Ibid. Vol, III, p. 415. 

’ Pope-Hennessy, Jade, p. 14. 
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A JADE SUAN-Kl 

Showing division into four sections by lines. 

overed with a Bluish sheen, splashed Pawn speckled markings. 
i.c.-.A.n. 220. Diam. 13.6 c.m. Internal hole diam. 6.4 c.m. 

(/« the Collection of A. W. Bcihr, ) 




A JADE GIRDLE ORNAMENT {HENG) 

Colour : Pale Green. Early Chou Dynasty, 1 122-722 b.c. L. 9.4 c.m. 

{In the Collection of Alfred H. Pillsbury, Esq., Minneapolis, U.S.A.) 



A JADE GIRDLE ORNAMENT (HENG) 

Colour : Pale Green. Early Chou Dynasty, 1 122-722 b.c. L. 9-7 

{In the Collection of Alfred H. Pillsbury, Esq., Minneapolis, U.S.A.) 



ONE OF A PAIR OF JADE PENDANTS {HUANG) 

Colour: Grey Green, speckled Brown, and light and dark shadings. W. 13 c.m. 

Period of the Warring States, 481-221 b.c. 

(in the Collection of Chang Nai-Chi, Esq, Shanghai.) 



the Field Museum, Chicago)^ is divided into four segments by vertical 
lines. Another similar specimen of the Han Dynasty in the Collection 
of Mr. A. W. Bahr is shown in Plate xviii. Comparing this object with 
the drawing, Fig. 25, of the Peking Astronomical Instruments^ an extra- 
ordinary similarity of constructional form is apparent, in fact, a carving 
of the type depicted in Wu’s drawing might well have been the in- 
spiration and model for the larger instrument portrayed. At any rate the 
remarkable similarity lends strong support to the theory that this type 
of carving had some connection with astronomy. 

It has been suggested by some authorities that the serration of the 
edges of carvings of this character into a number of divisions may also 
have had some primitive and remote association with divination by the 
stars and other heavenly bodies (see Plate xvn, top). These serrations, 
eighteen in number, are divided into four groups, actually presented 
in four segments through the introduction on the carving of facia! lines. 
The total of eighteen suggests a connection with the Eighteen Arhats 
or Arhans, and followang this line of thought, an interpretation of the 
meaning or significance of the carvdng as a whole becomes apparent. 
The pair of segments below the double dividing line each contain six 
serrations denoting, in opposition, the twelve animals of the Duodenary 
Circle,^ these most probably being inspired by the twelve divisions of 
the Ecliptic. The pair of segments above the double line divide the 
serrations into groups of five and one. Taoist philosophical beliefs 
embodied the idea that the five elements : Water, Metal, Earth, Wood 
and Fire, were absorbed in the Heavenly sphere as the five planets : 
Mercury, Venus, Saturn, Jupiter and Mars whereas the Polar Star or 
“ Mystic Pearl ” was the star of Confucius and emblematic of 

the Emperor.® It would appear reasonable to assume therefore that the 
carving under consideration actually was an early ritual charm inspired 
by the stars, the Sun’s disc being represented by the centra! hole. 
Dr. Laufer, commenting upon Wu’s specimen, put iorw^ard the unlikely 
explanation that the apparent division of the circle by lines into four 
parts of different size may have been caused by saw-marks in the cutting 
out of the disc from the solid stone, but such a theory seems untenable 
considering the defined character, intricacy, and excellent finish of the 
carving as a whole. 

It seems feasible, too, that the colour of the stone chosen for this 
carving may be significant. Wu describes it as white jade inter- 
spersed with russet spots,” which at once suggests a connection with 
early Chinese Charms. One of the most potent of these, employed by 
the Taoists, represents the Sun, the Moon and Light. The stellar 
gods, and the constellations in which they are located, are represented 
by spots or dots linked together in groups or clusters ; thus we have the 
four stars in the bowl of the Dipper, the six stars in the constellation 
of the South pole (the six influences of Heaven), Nan-teu hih-sing^^ the 

1 Another specimen is in the H. Hardt Collection, Berlin. 

2 Bushell, CAmere Vol. I, Fig. 65. 

3 See page 33. ..... 

* Compare Laufer, p. 106, and Edkins, Religion in China, p. ro6. 

3 See page 43. 

® Depicting the Siix Gods of the Ministry of Exorcism. Dore, Vol. Ill, p. 261. 




seven in that of the Great Bear, the thirty-six stars in the Dipper, and 
seventy-two maleficent stars hostile to man {Ti~shah)^ 

The institution of Charms^ first came under Imperial control during 
the Han Dynasty and it may be assumed that the jade carver of that 
period was inspired by the recently introduced circular mirrors of 
bronze, the backs of which were frequently ornamented with designs 
of an astrological character, including the ritual pi embellished with a 
mystic representation of the Stellar gods. 

According to Dr. Bushell, “ The Chinese are supposed to have 
derived their knowledge of the division of the periods of the moon’s 
diurnal path among the stars into weeks of seven days, about the eighth 
century, when they obtained also the animal cycles, which had been 
previously unknown to them. Their knov/ledge of the twenty-eight 
lunar mansions is, however, far more ancient, and long discussions 
have taken place as to whether they were invented in Chaldea, India, 
or China, or derived from some common source in central Asia.”^ 
Professor W. D. Whitney^ says “ considering the concordances existing 
among the three systems of the Chinese, Hindus, and Arabians, it can 
enter into the mind of no man to doubt that all have a common origin, 
and are but different forms of one and the same system.” 

From the foregoing brief survey it will be apparent that, although 
Astrology or Astronomy was definitely associated with early Chinese 
mythology, there is at present insufficient evidence to state positively 
that the jade carver actually produced an astronomical instrument prior 
to the Han Dynasty ; on the other hand it is probable that charms of an 
astronomical character were produced at an earlier date, and it is possible 
that the mysterious notched discs in jade, such as those depicted in 
Wu’s drawings, were in reality diviner’s instruments of an astrological 
character belonging to a dim and remote past. 

The specimen shown in Fig. 27 is 
described by Wu as of “ yellow 
colour like gold and translucent like 
amber.” He considers that it pre- 
dates the Chou period, and he con- 
nects jade of which it is made with 
that found in “ The Sacred Moun- 
tains,” Hua Shan. He is further of 
the opinion that it was inspired by 
an emblem first used by the ancient 
Tribes, called “ His suggestion 
that this specimen pre-dates the 
Siian-Kiy shown in Fig. 26, is well- 
founded and, judging by its form, 
seems obviously to have been in- 
spired by the ritual Fi. The 
irregularity of design and absence of lined divisions further suggests 
that it is an imperfect and primitive conception. 

^ De Groot, The Religious System of China, Yol. Yl, ■p. 104.3. 

3 /izW, Vol. VI, chap. xH, p, 1025. 

3 Bushell, Oriental Ceramic Art, p. 561. 

Professor W- D. Whitney, Studies dntlte Indian Makshatras, or Lunar Stations. 

30 





CHAPTER V 

ARCHAIC JADE SYMBOLS OF WORSHIP 

THE Yao Tien,^ probably the oldest calendar in existence, and reputed 
to be derived from the astrological formula of the Chinese Emperor Yao, 
dating from at least 2800 B.c., was used by early students for the inter- 
pretation of the lunar zodiac, as distinct from the solar calendar. ‘‘ The 
lunar zodiac, which was instrumental in predicting the arrival of the 
full moons that heralded the feasts of the spring and autumn equinoxes, 
was itself displaced by a type of sundial about the year 2400 b.c.”- We 
may believe, however, that even after its introduction, the people of 
China continued to revere the older method of divination used to 
forecast the weather for the coming seasons, and, although no ancient 
script establishes the supposition, it may well be tliat at this time the 
Chinese commenced to study the Moon astrologically. The Li Ki 
states that, during the Chou Dynasty, the Sun and Moon were wor- 
shipped by the people 

To the jade collector the character and significance of the symbols 
found on carvings used in sacrifices to the Moon Goddess, •will be of 
interest. Of these symbols, the kuei, which are round above and angular 
below and which date from the Shang-Yin Dynasty, are the earliest 
found in jade. 

Laufer refers to an unperforated disc, with one knei at the upper 
end, which may have been used in the sacrifices of the Sun, the Moon, 
the Planets and Constellations. 

The six sacrificial objects mentioned in the Chou Li comprise : — 

Shape. 

The Pi Symbolical of Heaven and in Flat circle with hole 

colour Blue-green. in centre. 

The Ts'ung Symbolical of Earth and in Tube open at each end 
colour Yellow. in the form of a circle 

within a square. 

The Kuei Symbolical of Wood and in Flat one end tapering 
colour Green. to a point. 

The Chang Symbolical of Fire and in Rod with jointed end. 
colour Red. 

The Hu Symbolical of Metal and in In the form of a Tiger, 

colour White, 

The Huang SymboliQal of Water and in Semi-circular, 
colour Black, 

We read that these symbols were made under the supervision of the 

1 Pope-Hennessy, yafie, p. 13. 
s Ibid., p. 14. 

3 Li iiz, Book XX, The Law of Sacrifices, para. 3. 

m d? T’ T ^ 0 ■&; ^ m ^ b 

Mai, Chao-Lao, Wang-Kung Tsi Peh Yeh ; Yeh-Ming Tsi Yueh Yeh. 

Worship was offered to the sun, moon and stars ; in the sacrifice mentioned here : “ For 
these being benefactors of mankind were entitled to worship.” 

‘1 Shuo iVUn. 

SI : 



Master of the Sacred Ceremonies {Ta Ts'ung Pe) for use in sacrifices 
in the following tabulated manner d 


A Round Pi 
A Ts’ung 
A Long Kuei 
A Chang 

A Hu, resembling a Tiger 
A Huang 


in homage to Heaven 
,, ,, „ Earth 

,, ,, ,, The East 

,, ,, ,, The South 

,, ,, ,, The West 

„ „ „ The North 


These six symbols form the subject matter of several writings on 
Chinese art ; it is, therefore, unnecessary to refer here in detail to their 
types and uses. It will suffice to mention that the later jade creations 
appear to have derived their inspiration from these early sacrificial 
carvings. It is, however, necessary to record that recent research 
suggests that the symbolical importance of Heaven and Earth as ascribed 
to the Pi and Ts’ung respectively by writers of the 2nd century a.d. is 
now not entirely acceptable ; “recent investigations suggest that these 
very important Archaic jade structures were more likely instrumental 
emblems used in the ritual of early Chinese Ancestral Worship, and 
therefore they may possibly signify, in a manner as yet not determined, 
the ancient fertility deities.”^ The symbols were certainly used in the 
Chou (and probably Shang-Yin) ritual, to typify the points of the 
compass. 

Among the early composite carvings which remain, are many 
figures of mythological animals, such as the Three-Legged Toad, the 
Hare, the Rabbit, etc., and it will therefore be necessary to refer briefly 
to certain mythological legends associated with these creatures (see 
Plates XX and Lxix). 

It is recorded that Ch’ang the wife of Hou I (2357 b.c.), after 
stealing from her husband the drug of Immortality given to him by 
Hsi Wang Mu, fled to the moon. She is said to have been turned into 
a three-legged toad (chou chu) for her sins. This reptile is thought to 
be the essence of the life of the moon.® 

In the Si king tsa ki we read that “ The King of Kuang-ch’uan^ 
(during the Han period) opened the grave mound of Duke Ling of 
Tsin® (620-607 B.c.) and found there a striped toad of Jade (yzi chou chu) 
of the size of a fist, and hollow inside.” 

Here it is important to note that the toad, symbolical of the moon, 
is a three-legged reptile, and not a four-legged one. The toad has been 
represented repeatedly by the jade carver along with the god, Liu Hai,^ 
another inhabitant of the moon. The cassia (a. tropical plant) is 
believed to grow in the moon. The hare, which is also associated with 
the moon, having been transported there as a reward for having 

1 Pope-Hennessy, yad'e, p. 28. 

2 Compare Journal of the Royal Society of Arts, Yol. LXXXIV, p. 343 ; Jade by Oscar Raphael. 

3 Plopper, Chinese Religion seen through the Prozierb, pp. 38 and 39. 

4 Chavann.es, Se-Ma Ts'ien, Vol. II, p. 497 ; Vol. Ill, p. 99. 

5 Chavannes, L.C., Vol. IV, pp. 3II'3 i6, 

8 “A minister of state of the loth century a.d. and a student of Taoist Magic.” Outlines of 
Chinese Symbolism and Art Motives, Y!illia.ms, p. 399. 


PLATE XX 







A JADE FIGURE OF A CROUCHING PIG 
Used as a Burial Charm and placed in the arm-pits or the deceased. 

Colour : Light Green with Yellow and Grey White markings. L. 1 1 .3 c.m. H. 2.7 c.m. W. 2.5 c.m. 

Han Dynasty, 206 b.c.-a.d. 220. ^ ^ 

^ (In a Private Cht 7 tese Collection.) 







A JADE CEREMONIAL STAFF HEAD 

Colour : Pale Grey Green with mottled markings and streaks of Brown and Red. Han Dynasty, 206 b.cl-a.d. 220. 
L. 8.4 c.m. H. 4.9C.m. (In a Pinvate Chinese Collection.) 





offered himself as food for the Buddha, is often depicted pounding the 
"'elixir vita'' Mayers^ teils us that “This animal is reputed as 
deriving its origin from the vital essence of the Moon, and is thereby 
subject to lunary influences.” Chang Ssii Wei writes : “ The black 
hare is more uncommon than the white hare. It comes from the North 
Pole, bringing greetings from the Moon Goddess, and is auspicious of a 
pccessful reign. Now may the magic medicine be pounded with a 
jade pestle and the divine nectar be prepared in a crystal cup.” 

It would seem that the Hare and Moon legends which abound in 
Chinese writings, owe their origin to India. 

Previously to the Han period the Hare is referred to as inhabiting 
the face of the Moon, later Taoist stories depict it as a messenger of the 
Moon Goddess. 

The Hare, the three-legged Crow, and the Toad, are all found in jade 
statuettes of about the Plan period. The figures of these creatures in 
flat tablet form would appear to belong to Chou tradition.'- 

As we review the creations of the jade worker from the T’ang period 
to the Ming, we shall be struck by the fact that the tradition of the moon 
and the animals of the zodiac exerted great influence upon the jade 
artists, who introduced them frequently in the decoration of their 
masterpieces. 

THE TWELVE ANIMALS OF THE DUODENARY CIRCLE 

These comprise the Ox, the Horse, the Rat, the Goat, the Dog, 
the Cock, the Tiger, the Serpent, the Dragon, the Plate, the Monkey 
and the Pig (or Hog). 

They were considered by the diviner as mutually opposed, in the 
sequence quoted, and among other attributes, were believed to exercise 
an influence, over the hour, day or year to which through the duodenary 
cycle of symbols they respectively appertain. Their usage is of foreign 
origin and has been traced to the Tartars. The first explicit mention 
of denoting years by the names of animals is found in the History of the 
Tang, where it is recorded that “ the Nation of the Kirghiz spoke of 
events occurring in the year of the hare or the horse.” Not until the 
Mongol ascendency did the system become universally popular. 
According to Chao Yih there were traces in Chinese literature of a 
knowledge of this system as far back as the Han period, but the writer 
is of opinion that it was introduced at the time of the Tartar emigration. 
There is no doubt that the Duodenary cycle was primarily inaugurated 
in the remote ages, when there existed a closer intimacy and sympathy 
between man and the lower animals, and was obviously inspired by the 
primitive worship both of stars and animals. 

ARCHAIC JADE FORMS PRODUCED AS CHARMS 

In the Chou Li, Li Ki and Shu King, reference is made to the exist- 
ence of Charms (C/iw/i) during the Chou and ensuing Dynasties. It 

1 Chinese Reader's Manual, Vt. t,p. 

2 Compare Laufer, yarfe, p. i68. 
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would appear from these records that the Chuh possessed potent powers 
of good and evil, and considering the intricate nature of early Chinese 
religious beliefs it is not surprising to find that jade, which in those 
early times was revered as possessing mystic attributes, was the material 
used for the making of these talismans. 





a obverse b reverse 

Fig. 


Wu Ta Ch'eng, in his book, illustrates several specimens from his 
collection which undoubtedly belong to this class. Two of these are 
here reproduced. Fig. 28 is described as follows : “ ‘ Shi pi colour 
green and white bearing a heavy earth marking, in the top is pierced 
two pairs of holes j in the bottom three pairs of holes.’’ Fig. 29. 
“ ^ Shi pi ^ colour green with slight earth markings.” Wu then proceecls 

1 Meaning, Charm of Jade or Charm m^de of Jade in the form of pi. 

S4.- ' . 



to connect these carvings through the Shuo Wen^ explaining the alteration 
of the radical n (K eu, mouth) and l ew W (words) for ski (religious 
objects), thereby translating an ancient quotation in the IJ Ki as 
meaning that these “ Shi pi ” were the pendant charms worn on each 
breast, supported by a string or ribbon, by the high officials of State 
during the periods preceding the Chou, and possibly from the time of 
the Three Dynasties. 

If we pursue this line of thought, it assists us to refer certain 
sniall symbolic carvings to a definite period and to understand the 
origin of those archaic animal and ritualistic miniature carvings, which, 
on account of their size and form, cannot be included in the Burial ritual or 
Court and Sacrificial classes of jade. These objects belong to the 
category of archaic carvings worn as charms, tokens, or ornaments, 




Fiq. 31 


and may conveniently be classed under separate divisions as follows 

(1) Exorcising Charms, or those worn to keep away evil spirits ; referred 
to in ancient writings by the radical Shi (^). The charms were the 
most potent used in ancient times, and would appear to have been 
inspired in design by the various ritual Symbols.® 

(2) Charms of Good Omen, those worn in the hope that their possessor 
may achieve happiness and long life. To this category belong 
various animal and bird forms, believed to possess these inherent 
qualities. 

(3) Cosmic and mythological types conceived from the early ideas of 
Astrology, Astronomy and Physiognomy, and embodying the 
power of bestowing on their owners the blessings of long life, 
riches, health and honours. Into this class obviously belong the 
animals of the Duodenary Cycle and other types possessing 
astrological and astronomical characteristics as well as those hearing 
various hieroglyphic or conventional ritual signs.® 

(4) Imperial Charms ; in the form of the Dragon and Phoenix. 

(5) Charms belonging to the Literati, such as those in the forms of the 
Tortoise, Fish, etc. 

It will be apparent that these main divisions can be further sub- 
divided 

1 The Chinese Dictionary often used by Wu Ta Ch’Sng. 

2 Page 3 1 in this book. 

•i Fig. 30, of button form included in Wu’s book and described as white jade bearing a black 
sheen with 3 holes similar to an elephant’s tusk in form underneath. 

Fig. 31. A green jade with two holes. These specimens obviously were made as charms and 
were probably sewn on the garments of their owners. It is a type, I believe, of a later date than 
those shown in Figs. 28 and 29, though possibly belonging to the Chou Dynasty. 



Fig, 32 shows an animal charm depicted by Wu and described 
by him as of white jade. It corresponds to several illustrations in the 
Ku yii some of which bear the figure of the Hu (tiger) on their 

underside. Dr. Laufer attempts to connect this type of carving with 
the tiger-jades buried on the right-hand side of a corpse.^ His reasoning 
for this supposition, though certainly subtle, is not convincing. I 
prefer to accept the records in the Ku yii fu phi which describe twelve 
similar specimens of various colours, and having carefully considered 

the text of the Chou Li, which details the 
types used for burial (see Plate xxi), I am 
convinced that the forms are not related. 
The figure under discussion would seem 
more consistently to belong to the Charm 
category.^ The character Hu, inscribed 
upon some specimens, partially supports 
this theory furthermore, the fact that 
so many are recorded in the Ku yii fu 
p’u supports this argument, as does 
that of their being carved from jades 
of various colours, for it is definitely 
stated in the Chou Li that the burial jades were only to be formed 
“ in purest white.” The drilling of the underside of these charms 
is demonstrative of their having been threaded with a cord or 
ribbon, and is similar to the drillings of those specimens shown in 
Figs. 30 and 31. It is recorded that early Taoist monks practised 
strict mortification, thereby to prolong the life of the body. The 
Seven Immortals of the Brahmans {Ts^th-sieri) personified in the seven 
“ Bright stars of the Heavens,” three of which form Orion’s belt, were 
derived from these early religious beliefs. If momentarily we consider 
the carving shown in Fig. 32, it will be seen that it conforms in rough 
outline to the Orion, and is belted on its underside, which confirms to 
some extent the suggestion made by some authorities that the Ancient 
Chinese saw in the Orion the Tiger, where we see the Hunter, further 
support is afforded by the fact that the later “ Black Tiger Charms ” 
(Heh-hu) which were used almost exclusively by Taoist Priests, are only 
for use by them when appealing to the God of Wealth {Ts^ai Shen) 
whose accepted associates are the Dragon and Tiger of the Heavens. 
Moreover this Tiger Jade would appear to belong to the living rather 
than to the dead since its form is round and not tablet shaped. 

1 Chapters 22 and 23, 

2 Laufer, yac/e, pp. 177-180. 

3 Compare De Groot, Religious System of China, Vol. VI, p. 953, and Fung Su T'ung (chap. 8), 
by Ying Shao, aVra A.D. 260. 

^ Hu ^ derived from the radical hu /i 3 and the form jen JL representing the tiger’s 
stripes. 

Shi ^ religious objects in early times was written % or 3 % 

Kwei Ml disembodied soul. 

Hu 56 the manner in which it is sometimes written in early script. 

The symbol representing Hu on the jades mentioned in the Ku Yii i’u p'u would appear to be 
a combination of the early representation of the radical Shi and Hu meaning, Tiger Charm rather 
than tiger animals. 
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PLATE XXI II 
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NEPHRITE DRAGON BUCKLE CARVING ORNAMENTED WITH GRAIN PATTERN 

(A)LOUR : Grey Greea, mottled Rust Brown. L. i 5-5 c-Ri- H. 3 c.m. 

T’ang Dynasty, a.d. 618-906. , „ , „ . 

{In the Collection of A. IT. Bahr, Esq.) 
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A JADE CEREMONIAL AXE, WITH DRAGON HANDLE 
Colour: Grey Green, splashed Brown. ^ H. 17.3 c.m. W. 17.7 c.m. 

Han Dynasty, 206 B.c. -A.D. 220. _ „..7„.r s 

{In the Euniorfopoulos Collection, British Museum.) 



CHAPTER VI 


ARCHAIC JADE CARVINGS FF 
TO MING DYNASTl 


:iOM THE HAN 


(306 B.C.-A.D. 1368) 

WITH the advent of the Han Djaiasty the real history, of China begins, 
substantiated by inscriptions and other written records, and supported 
by archiEological researcli.i During the first part of this period, the 
jade carver used, almost exclusively, nephrite obtained from Honan, a 
distinctive type of a fine green colour, but which has often been oxidized 
to a rich, brownish red. Certain rust-coloiired carvings claimed to be 
of the Han period, yet of quite modern production, derive their name 
from the colour of the nephrite in general use at the commencement of 
the Han Dynasty. These pseudo-Han pieces are usually of 
“ weathered ” jade, derived from the outer crust of the jade boulders, 
and when scratched with a knife, the decayed surface is easily distin- 
guishable, even if the carving has been buried for a considerable time. 
Any such specirnen having an archaic appearance should be viewed with 
suspicion, especially if the carved surface has not been substantially 
defaced through the process of weathering. 



Dynasty we find the carver using a different type of jade, a translucent 
green nephrite, probably obtained from Turkestan^ in place of the 
opaque variety found in Honan. Here it may be of interest to record 
that I have had the opportunity, thanks to the assistance of several 
collectors, of analysing several pieces of this period, some of which are 

De Morant, Chinese Art, p. 72. 

2 In the region south of Yarkand and Khotan, are situated the Konaban and Karala nephrite 
quarries. The colour of the nephrite is generally paler than that found elsewhere. Another 
source of the nephrite used in ancient times is in the Kar angu-Tag hills on the Khotan Daria above 
Khotan, where only secondary deposits of the mineral remain. It would appear that these and the 
deposits at Shaniit, in the basin of the Tisnab, and at Lishei in the district of the Kira Daria, also 
those of the famous Mount Mirdshai on the upper reaches of the Asgcnsal, have not been worked 
since the revolt of the Mahometans and the expulsion of the Chinese. .All the primary deposits of 
nephrite are in high mountain regions, many, indeed, above the line of perpetual snow, iworn 
these situations a quantity has been carried down to the valleys by the agency of running water and 
glaciers. It is not improbable that the ranges of the Kuen-lun and the Xan-Shan actually supplied 
the Chinese with a large proportion of the stone they call “ yu.” (Bauer, Precious Stones, p. 462.) 
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not carved in nephrite, but in a variety of Avanturine (Quartz) a 
material which would appear to have been highly esteemed in China. 
Dr. Bauer tells us : “ It is one of the stones referred to as ‘ yu ’ and is 
distinguished from the others as the imperial yii-stone He further 
informs us that the imperial seal is said to be made of this material, which 
is far more highly esteemed than nephrite. The locality whence the 
Chinese obtained the stone is not known.^ Dr. Cheng states : “ This 
Jade ultimately fell into the hands of Chin when it succeeded in 
absorbing the Empire of Chou and ended the Period of Warring States 
(221 B.c.) and it was this Jade that was made into the Grand Seal of the 
State Chin by order of the First Emperor.”^ 

Another innovation in the jade craft which would appear to belong 
to the Han period is the resonant stone carvings, or musical jades, ^ due 
possibly to the custom, established at that time, of the Emperor wearing 
a jade hat with nine strings of beads The swinging of these hanging 
jades creating various notes when knocking one against another. It is 
recorded that regulations were introduced during the T’ang Dynasty 
respecting the use of a musical stone called the ICing in connection 
with the worship of the deities of Heaven and Earth.® These musical 
stones were extensively copied during the Ch’ien Lung period (see 
Plate Liii, Laufer, Jade). 

An impressive mastery of line and grouping was attained by the 
Han carver, an excellent example of which is seen in the Ceremonial 
Axe with dragon handle (see Plate xxiii). The statuettes produced at 
this time give the impression of being primitive, but display a wondrous 
degree of motion. This quality points to a definite break with tradition,® 
and marks the passing of the purely symbolic ritual and religious type 
of carving produced during the previous dynasties. 

With the advent of the T’ang Dynasty it becomes apparent 
that the carver has acquired a freedom of line much in advance 
of the carvers of the Han period. The appearance of heaviness has 
gone, and in its place a sense of buoyancy appears to dominate the 
art. The jade Buffalo (Plate xxvi) is an outstanding example 
of this development, displaying a perfect representation of “living 
movement” from whatever position the carving is viewed. The 
sweeping forms, buoyant lines and simple vigour of many of the pro- 
ductions of this period are most impressive. In the Kii Yil Tu,'^ 
will be found an interesting note, following the description of a re- 
clining “ Piebald of Black jade, a type of horse of the T’ang dynasty.” 
This note records the modelling in jade from life of five cavalry horses, 
and vsrould appear to be the first record of such sculptural work executed 
in this stone. Another exceptional example of animal sculpture of 

1 Dr. Max Bauer, Precious Stones, 3. 

2 Civilisation and Art of China, p. zs. 

3 Bishop CoZfecfz'on, Voi. II, p, 107. 

L? i&', Vol. I, p. 400. 

s Couvreur, Vol. I, p. 549, and Biot, Vol. II, p, 335. 

: Laufer, p. 233. 

7 Chapter 2. ■ , 
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AN EARLY NEPHRITE CARVING IN THE FORM OF A DRAGON- 
HANDLED LIBATION CUP 

Colour : Bone White, mottled Grey-Green and flecked with Black, H. 26 c.m. 
Northern Sung Dynasty, A.r>. 960-1127, 

{In the l4$ton Collection, Victoria and Albert Museum.) 


PLATE XXV 



reticulated Dragon handle. pattern.” 

Colour : Dull Grey Green, speckled Brown. H. 9 c.m. Colour : Pale Green and White. H. 13.0 c.m. Diam. 7.7 c.m. 

Late Sung Dynastj% .\.d. 960-1279. Late Ming Period, circa a.d. 1600. 

{In the Collection of Joseph Homberg, Esq.) {In the Collection of G. Ribbins Peletier, Esq.) 
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vibrancy of the pieces of the T’ang period. 


1 A History of Chinese Art, by G. S. De Morant, p, 156. 

‘•J Dr. Bauer in Precious Stones, p. 469, says : “ Good specimens of Jadeite are to be found, 

though rarely, in the red, clayey weathered product called laterite, which occurs in the Uru valley. 
These stones have a colourless nucleus enclosed in a red crust of a certain thickness. I'his red 
crust produces the effect of a fine sheen, and is due to the penetration of iron oxide from the 
clay in which the pebbles are embedded. Such stones, the colouring of which is quite perma- 
nent, are distinguished as ‘ red Jadeite ' and are much esteemed by the Chinese.” It would 
appear to have been this type of rock which was used by the Sung carvers in their reproductions 
of earlier types. 

3 Chinese Exhibition Catalogue, London, No. 394. 
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ARCHAIC VESSEL FORMS 

^ '■ 40 





CHAPTER Vn 

ARCHAIC VESSEL FORMS IN fADE FROM THE 
CHOU TO THE MING DYNASTY 

IT is stated in the Li Ki that the vessels nsec! in ritual worship were 
of three kinds ; those made of Bronze, those made of Jade, and those 
made of "Vl'ood, The forms produced by the early, bronze workers, 
the chief types of w,hicli are shown in Fig. 33, obviously exercised 
considerable influence upon the art of the jade carver, many of whose 
productions are almost identical in shape and decoration with those 
created by the earlier craftsme,n in bronze. Of the vessels made of 
wood, little is known, few having surtived the ravages of time and decay. 

In addition, to their use in connection with tiie various rituals and 
sacrificial services, jade c!rin.kiiig vessels were also used at imperial ban- 
quets and conferences, as well as in. the houses of the wealt,liy C.lii.nese. 

Much interesting information relating to the early ritual vessels is 
to be found in the ancient Chinese WTiti.ngs^ as well as in those of later 
European and American authors,- and it is from tlu.-sc combined sources 
that the following brief particulars, having special rele\'ance to the 
forms and uses of these vessels, have been condensed. 

The most important of the ancient writings is perhaps tlie Li KL 
wherein are described the vessels used in tlie ancestral Temple for tlie 
ritual in honour of Chou-Kiuigd of which the following is a literal 
translation : 

“ In June, the later, summer, great sacrifice was offered . to C^hon-kutig 
in the Royal Temple. 

“ ‘ Pai-Mu w-as sacrificed. 

“ Wines were offered in ‘ ‘ Hsiangp and ‘ Shan-LeiJ^ 

“ Wines w-ere offered in ‘ Hwmig-MuP Wines were offered in 
‘ Yu-Tsan wdiich had a large jade handle. 

1 The Po-Ku I'on, a.d, 1119-1125; T'ao Skua, A.i>. 1774; The Li Ki ; Chou Li; Ching 
te-chen T'ao lu, A.D. 1815 ; Ku Yu tu k'ao ; Ku yil t’u p'u„ etc. 

2 Dr. Bushell, Laufer, Pope-Hennessy, G. SouHe de Morant, Arnoid Silcock, etc. 

3 Chapter 31, folio 6 versa, 7 recta (is, 2, 20 c/a). See Plate XXVIII. 

« Bushell, Oriental Ceramic Art, folio 107 to 108. 

5 “ Pai-Mu ” : It is recorded that this creature, a white male animal (not unlike a sheep) 
was only used in the Shang Dynasty ; mention of it here therefore emphasises the importance 
of the Ceremonial honour bestowed on Chou-Kung. 

6 '' ffsi ” : a type of Tsun. In the T’ao ShuO (Chapter i) the Hsi is referred to as one^^of the 
five sacrificial vessels {Wu Kung) used in the ceremonial worship of the Emperor at the_ T'ai Miao 
(the Ancestral Temple in the prohibited City at Peking). These vessels were shaped in the form 
of a rhinoceros. 

7 The “ Hsiang ” is referred to in the T’ao Shuo and described as being shaped like an Elephant. 

s “ Shan-Lei ” : another type of Tsun, only used during the Hsia Dynasty, 'rhe form of this 

vessel has been traced by Wu Ta Ch’ eng and is shown in Fig. 34. 

3 “ Hwang mu ” : In the ancient W'ritings the Radicals are often interchanged, and in the Li Ki 
it seerns most probable that the symbol Hwang (yellow') qualifies an involved adjecuMil represen- 
tation meaning wood (mu). Thus the literal meaning of this sentence would seem to be : “ 'i'h® 
mellowed wine was offered in the container which vessel was the ‘ H 7 cang Mu,' " expressing 

the further involved meaning that the wine became mellow'ed to a yellow colour through storage 
in this wooden container. It w'ould appear therefore that Hwang Mu is in fact a type of w_'ot>dt?n 
cask. Partial support to this interpretation of this part of the text is contained in this further 
reference in the Li Ki to the general description of the Temple ritual-vessels ; _ “■ Df vessels used they 
are of three kinds, those made of Bronze, those made of Jade, those made of wood.”_ 

(A) The text of the Ti Sis very definite in the description of this vessel ; explaining its general 
characteristics as follocvs : ‘“ Tsan: its form like j&’aw, its capacity 5 san the handle called 
I'a Kuci." (B) “ Tsan : its form like p'an, it.s capacity 5 san. If possessing a jade handle, this 
handle is called Ta kuei.” (Continued in fool notes on p. 42.) 
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Wines and female plants of hemp were offered in ‘ Yu-Tou and 
‘ Tiao-TsuanJ^ 

“ Wines were offered in carved ‘ Yu-Tsan.’^ 

“ In the second service of ‘ Chi-Hsa wines were offered in ‘ Pi- San 
and ‘ Pi-Chiieh.’^ Wines were offered in ‘ Huan ’’ and ‘ ChilehP 
“ Then the musicians entered the Hall of the Temple, and sang ‘ Ching- 
MaoP 'Hsiang ’ was played down the hall. The Emperor took a red 
lance and a jade Axe and wore a crown, dancing and singing ‘ Ta Wu 
“ The Emperor also wore a fur conical cap and white robe and danced 
to the music of ‘ Ta-HsiaJ^^ Although ‘ Mei ’ was the music of the 
Eastern Savages, and ‘ Jen ’ was the music of the Southern Savages. 
The Emperor still accepted and played such barbarian music in the big 
Temple ; which showed that he recognised that all the people in the 
world were akin.” 

To assist in understanding the literal translation of the Li Ki given 
above, it will be necessary to detail the recorded description of Ancient 
Ancestral Ritual Worship (Chi-hsa) which was performed in the Royal 
Temple each year at the beginning of Spring and Winter. 

The Service was conducted in duplicate, first for the Emperor and 
his family, secondly for the Feudal Princes and Officials who represented 
the general populace. This latter service was known as Ja. These 
services were divided into two parts [Quong) and [Tsin). During the 

(Continuation of footnote (lo), page 41.) 

It would appear from the rendering of the text that the commentator does not mean to imply 
that the form of the handle is actually that of a Kud, but rather that when possessing a handle, that 
handle gives the vessel symbolical importance in the same manner as the kuei ; thus the vessel is 
primarily for imperial sacrificial purpose, used as a ladle : as distinct from similar vessels without 
handles, which were used as imperial banquet wine cups. 

See {ming i’ang zaei, zo) where this vessel is ascribed to the Chou Dynasty. In the Records of 
Liang-Chou it is mentioned that in the second year of the period Hien ning (a.d. 276) a “ Tsan ” 
carved from white Jade, was obtained from the Tomb of Chang Kiiin. 

The name of “ pa pet ” (literally “ handled cup ”) is applied in China to the tazza-shaped cups 
used for tea or wine, just as the “ pa man ” are the tazza-shaped rice bowls, with high cylindrical 
stems. Cups with handles at the sides like our teacups are even now rarely seen in China : they 
were quite unknown in early times. (Bushell : Oriental Ceramic Art, p. xji). 

(A) Dr. Laufer {Jade, p. 315) translates this passage as “ with a handle in the shape of the great 
jade tablet kuei.” 

(B) Dame Una Pope-Hennessy {Jade, p. 98), quoting from Biot’s translation of the Li Ki, 
Vol. II, p. 522, says : “ and the handle is a kuei of jade.” It will be apparent from the Chinese 
characters in the original text that the description refers to the general characteristics of the vessel 
rather than to this concise rendering of an individual part. 


1 " Yu~Tou ” : A Tazza-shaped vessel in Jade having a solid stem (see Plate XXXII). In some 
ancient writings described as of cauldron shape. This vessel was used only by the Emperor as a 
cup to hold the mellowed sacred wine drawn from the Hmang-Mu, which wine was consumed 
by him whilst the female hemp plants were being offered to the Gods on the bronze vessels (Tfao- 
Tsuan), by the officiating priests. 

2 Tiao-Tsuan : a shallow vessel in bronze or jade recorded to have first been used during the 
Hsia Dynasty ; described as similar in form to the scoop and later as of P’aw form. See Plate XV, 

3 “ Yu-Tsan,” used by the Emperor during the latter part of the service {Tsin) A Jade Cup 
similar to the CkHeh, deriving its form from the Bronze vessel of that name, first used in the Hsia 
Dynasty; and known during the Shang Dynasty as the “ Huan.” 

^ “ GH-Hsa” : Ancestral Ritual Worship in the Royal Temple. 

B “ Pi-San ” : The wine cup used by the feudal princes during the first part of the ritual service 
{Quong), made of wood or horn and adorned with jade, similar in form to the “ Tou.” 

3 ” Pi-GMfiA ” : The wine cup used by the feudal Princes during the second part of the 
service {Tsin), made of Bamboo like the Li and decorated with jade. 

“ Huan ” : The name given to a vessel deriving its form from the Tsdn of the Shan g Dynasty, 
made of wood or pottery, or wood adorned with precious stones (excluding jade) used during the 
{Quong). , 

8 “ Chueh” : A vessel made of wood or pottery, or wood adorned with semi-precious stones 
(excluding jade). Used by the public officials during the (Tsin) ceremony. 

9, 10, and I I, Index figures, see Chinese Glossary in Appendix II at end of this book. 
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JADE INCENSE BURNER 

Grotesquely carved in bold relief with archaic dragon emerging from clouds ; twit llytira 
(r/M 7 z-/««g) supporting an Ogre head (T’ao T’ieh), two monster masks at sides imldirig well- 
positioned loose ring handles : a Buddhist Hon surmounts the cover ; the \\h^)le supported 
on three curved feet. 

Colour : Rust Brown, splashed Grey, Black and Green. H. 21 c.m. W. 15 c.rri. 

Yuan Dynasty, A.D.1260- 1 36S. 

(In the Collection of Frank IJ. Fulford, Fmj.) 




L/-/1'’/, Chapter XXXI, folio 6 versa, 7 I’ectfj (i5, 2, 20, c a). 

{Reproduced from the volume in the British Museum.) 





PLATE XXIX 






A JADE BOWL {/LJ.Vi 
With six lion heads supporrintf louse tint's 
Ch’ien lainK Period, a.d. 1736-1795. 


a'iod. A.D. 1736-1795. W. .pi.S e.nt. 

( Ffirnwr/v in tiw ('nllertiim ot Laid Xiitiiir ai' MiwdnfiiA 


Early Ming Period, «'rca A.o. 1400. U. 8.3 c.m. W. 2i.5c.m. 

{hi the Eumorfttpmihs CoUection, British Museum,) 


Colour : C.lrey. 











A TR.A.NSLUCENT NEPHRITE 
CARVING OF A CHAh\ 

With a band of archaic Symbolical 
decoration. 

Colour : Mottled Grey Brown, light and 
dark shadings. H. 9.5 c.m. W. 6.6 c,m. 

Sung Djmasty, a.d. 960-1279. 
[Formerly in the Melvin Gutman Collection, 

U.S.A.) 


A TRANSLUCENT NEPHRITE 
CARVING IN THE FORM OF 
A VASE 

Lavishly decorated with mythological 
representations ; including the flying 
dragon, F&ng Huang, Shell and Bats. 
Colour : Grey Green, splashed spinach 
Green. H. 18.9 c.m. W. 9 c.m. 

Early Ch’ien Lung Period, a.d. 1736- 
1795. 

[Formerly in the Collection of W. G. 

Wrigley, Esq.) 


A 'I’RANSI.UCENT NEPliRFFE CARVING IN THE FORM Ob’ TFIE BRONZE I 
A precious vessel for ancestral sacrificial use. 

Decorated with JOragon representation and bearing inscribed mark. 

Colour : Grey Green with underlying bluish .sheen. H. 4 c.m. W. 11.2 c.m. 

Yung-ChSng Period a.d. 1723-1735. 

[Formerly in the Collection of W . G. W^rigley, Esq.) 





Quong or first part, an animal {Pai-mu) was sacrificed, followed by 
offerings, including female plants of hemp, being made to the gods ; at 
the same time were drunk measures of the sacred mellow'ed sacrificial 
wine (Yueh) ladled from its container (Hwang mii) by the Officiating 
Priest using the sacred imperial handled ladle ( Ta-Oim Yu-Tsmi). 
The drinking vessels used during this part of the service were known bv 
the general term which comprised the Yu -Tou used by the 

Emperor, the used by the Feudal Princes and the Huan used by 

the Public Officials. The vessels used by the Officiating Priests in both 
parts of the ceremony were of a different type and known as Hsf\ 
Hsiang and Shan 4 ei. 

During the second part of the service, which was known as the 
Tsin, praise was offered to the Ancestors and universal Gods and 
ordinary wine was consumed by the Emperor from a vessel described as 
a Yu-Tsmi and by the Feudal Princes from another vessel known as the 
pi-Chueh. The Public Officials drank from a Chuek ; the ceremony 
concluded with the congregation joining in a pious demonstration of 
religious contentment, llie vessels used during the second part of the 
ritual w'ere knowm by the general name (Chan), 

From this very important reference to the vessels used during the 
Chou Dynasty, certain forms in jade appear to correspond with the 
detailed descriptions of similar vessels in other Chinese waitings, 
notably those of Wu Ta Ch’eng and in the T’ao Shuo, 

THE TSUN. 

Wu Ta Ch’eng, in his book on Jade, gives an 
illustration of this vessel which is here reproduced 
in Fig. 34. He describes its form and uses in the 
following terms : 

“ This jade is the Tsun, it is bigger than the 
Chan. 

“ Its capacity is the same as that of five ‘ san^^ 
a measurement based on the unit of the capacity of 
the Tsan. 

“ In the yueh ling^ of the Li Ki^ it is recorded 
that the Tsun was used in the ritual performed in 
which animals were sacrificed^ (to ‘ Heaven and 
Earth’ by the Emperor). 

“ The Ef Kt also describes the capacity 
of the Jade as follows : ‘ it will hold the 

combined contents of 2 Tou, 1 Pien\ Chan ; Fig. 34 y ' 

I Kio I S<2?r,’it is said that the capacity of a Tou is the same as theTsan. 

Pien .. .. Tw^o Tsan Kio .. . . Four Tsan 

Chan . . . . Three Tsan Tsun . . . . Five Tsan 

1 Monthly proceedings of the Government (Legge’s translation, Vol. I, p. 253). 

2 Or Record of Rites, Book IV. 

3 Doolittle: Lt/e 0/ t/ze C/nme, Vol. II, p. az and p. 187. 

4 See description of sacrificial ve.ssels used in the .Ance.stral I'emple “ twelve ^.ien on the right 

of the altar, twelve tow on the left,” Bushell, CVraww .dr/, p. 491. 



‘‘ The Li Ki also records that ^ pi- San and a pi-kio or (Pi-Chueh) is 
stored in all ancient ancestral halls, for use in ancestral ritual worship. 

“ The ancient description of the Sa?i and Kio (or Pi-Chueh) is that 
they are vessels bordered around with (pi) ‘ A certain type of Jade,’ 

Wu relates that he possesses one of these vessels, and that he is of 
the opinion that the ancients also possessed Yil San midyu Kio. 

Continuing our translation of Wu Ta-Ch’eng, we read : 

“ The Li Ki (yueh ling) says ‘in the Royal Hunting Time, the vessel 
Tsun was used for the supply of the drinking wine ; this pot was adorned 
externally with faceted square protrusions, in the same manner as the 
ritual pots of the ancients.’ 

“ This Tsun is therefore like the pien which also bears these faceted 
protrusions.” Wu further makes the important statement that: 
“ This Tsun reminds us of the reference in the Li Ki (yueh ling) to a 
vessel called Lung which is described in the Shuo wen^ as a type of jade 
vessel used for ‘ wishing ’ or praying for rain.” 

He continues : “ Lung Ta-yuan^ in his writing Yao Chu CAf (The 
life of the family Yao) says ‘ The emperor Yao appointed special com- 
missioners (Ch^un-Ying) to go to Ching (a small suburb) to present 
there his vessels Lung pien^ to Ying-cWun (“ Welcome the Spring ”).® ” 
Wu considers that this story may be considered authenticated by the 
Shuo win description of the Lung. 

It would appear from Wu’s able summary that Tsun vessels in jade 
were made during the Chou Dynasty and were 
used as containers for the sacrificial wine in the 
ritual to the “ god of Soil and Grain, or the 
god of Agriculture.” This may well be one of 
the earliest references to the Ch'un-niu f the 
ceremony of the Sacrifice of the Spring Ox, during 
which, even to-day, the weather for the ensuing 
year is foretold .t 

CHAN. 

The Li Ki (ming t’ang wei, 9) refers to the 
chan in jade during the Chou Dynasty : 

“ As drinking-cup they used the jade cup 
chan carved in the usual manner.” Wu Ta- 
Fig. 35 Ch’eng suggests that the specimen (here repro- 

1 Legge, “ There were also the plain cups and those of horn, adorned with round pieces of 
jade.” Couvreur : “ Les coupes additionelles dtaient le san et la come, dont le bord dtait ornd de 
JaL.” Laufer : yarfe, p. 315, “ both made of the jade called pi.” 

2 The Chinese dictionary often used by Wu Ta-Ch’eng. 

3 The Xm compiled under the guidance of Lung Ta-yuan. 

4 Compare (dragon bowls) made under the imperial order of Shun-chih (1654). 

'Bxxsh.AX, Oriental Ceramic Art, 

s Li Ki, Book 4 (Legge’s translation, Vol. I, p. 253). “ In early times, the Son of Heaven, 

accompanied by his high officials and the Feudal princes, went out to meet the Spring in the 
Eastern suburb.” 

6 Compare jLi Ki, Book IV, Monthly Proceedings of the Government, Yueh-ling (Legge’s 
Translation, Vol. I, p. 253). 

1 If white predominates, there will be a superabundance of floods and rain ; red portends fire ; 
blue, strong winds and storms ; black, sickness and yellow, a plentiful year. China Review, 
Vol. I, p. 62. 
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duced^as Fig. 35) is one^ of these vessels. He, however, only tells ns 
that his example is^of white jade bearing cornelian markings. He also 
refers to its capacity as smaller in comparison to the inferring 
therefrom that it must be the cup into which , the wine contained in 
the Tui is poured. Wu does not ascribe a date to his piece, but its 
material and design suggest a Han reproduction. ^ There is no doubt 
that^ from Han times onward this type of design^ was much used by 
the jade carver (see Plate xxxi). 

T'HE FAN . 

The archaic jade P'm was probably the type of vessel which Wu 
Ta-Cli’eng illustrated in his drawing (Fig. 36). 



Fig. 36 ' ' 

This he describes as “ of white Jade, the bottom rim or (foot), both 
inside and out, bearing earth marks . . . undoubtedly a very rare and 
precious w^ork of the three Dynasties — the Hsia, Shang and Chou. . . 

In the Artificers Section of th.& Chou Tf reference is made to the 
Chueh-p'an md another type of vessel, th.Q Chmh fieh^ as being used 
during the Chou Dynasty at the banquets which preceded the con- 
ferences held with his feudal Princes by the Emperor. (Plate xxix.) 

The ancient Chinese writer Tze-luo states that jade p’aii {yu-p'an)^ 
were provided at these Conferences for the use of the Emperor and 
each of the Princes and that, when any decision was reached, the Princes 
signified their approval by pouring the blood'^ from their vessel into 
that of the Emperor or, if they disagreed, on to the ground. A 
representation of what would appear to be the developed form of the 
is shown in Plate XXX. 

When describing the Sacrificial vessels of later times, the T'ao Shuo 
associated the with the radical Jwfw, meaning dishes, and distinction 

1 Compare Pope-Hennessy, Jade, p. 97, where the author quoting from T’ao Shuo, says, 
“ The cups (cAan) of the ancient Hsia Dynasty were made of carved Jade.” 

2 The Tao Chuo (Bushell : Description of Cldnese Pottery, p. 96), refers to vessels called chan. 

3: Cf., Li Ki, Book XXIX, para. 53. 

^ The blood contained in these vessels was obtained from an animal sacrificed before the 
conference and denoted the sanctity of the oaths pledged during these meetings. 


is made between large and small kinds ; those measuring over six 
inches being termed ’aw, those of smaller size 

This type of p'an, when carved in jade, took the form of a plain or 
fluted plate, obviously inspired by ceramic models. In its plain form it 
was probably first introduced during the Yuan Dynasty, the fluted type 
being developed during the Ming. This fluted type was sometimes of 
Rose Mallow design and was used as a sacrificial vessel in private 
houses. Another form of the Ch’ien Lung period which is a type of 
Bowl is illustrated in Plate xxx. 


THE TUI. 

Wu Ta Ch’eng is of the opinion that this vessel was evolved from 
the bronze vessels Tsun and I of the Shang and Ghou periods. The 
specimen which he depicts, here shown in Fig. 37, is stated to be of 
“ pure red colour, the lip of the vessel bearing earth markings, and is 
toned slightly yellow. Its decoration is of the finest execution.” 

He further tells us the jade 7m' was a covenant vessel, and that the 
bronze im was used for sacrificial purposes. 



After the Han Dynasty the jade twf became an incense urn for use on 
the altar. An excellent example of this type is shown in Plate xxx 
(lower subject). 

Another example of the jfm' in jade, found during excavations in 

1 Bushell : Onenfa/ Cerawiic pp. 53 and 475. 
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PLATE XXXIV 




l^LATES XXXV 



A JADE BOWL CARVED WITH THE EIGEIT BUDDHIST EMBLEMS 

Two loose rings supported by bats with outspread wings form well-positioned handles. 

Colour : Mutton fat. Ch’ien Lung Period, a.d. 1736-1795. H. 6.5 c.m. W. 20.5 c.m. 

{In the Collection of the Author.) 



A TRANSLUCENT JADE WINE VESSEL 


The handle formed of an archaic stylised dragon ; tw^o newt-like dragons adorn the otherwise plain body. 
Colour: White, splashed Russet. Late Ming Dynasty, circa a.d. 1600. H. 7 c.m. L. 16.7 c.m. 

{In the Collection of the Author.) 




disposed to assign it to a period not earlier than the Han Dynasty. 


THE TOU OR TENG. 

This is a type of Tazza shaped vessel having a solid stem and 
spreading feet.^ It probably was first made in jade during the Shang 
Dynasty, although according to the Li Ki^ such vessels “ were devised 
for the house of Yin” (1401-1191 B.C.). The Tou is referred to 
in the Li Ki^ as one of the sacrificial vessels used in the special ceremony 
performed in the ancestral temple in honour of Chou-kung, and is 
described as made of jade {yii iou). An excellent example of this type 
of vessel, of the Ming Dynasty, is in the Collection of Major-General 
Sir Neill Malcolm and is illustrated in Plate XXXII. 

In the Chou Li it is also stated that the Tou wrs used during the 
Chou Dynasty whilst the offerings were being presented to the Gods. 
T’ao Shuo records that in the ceremonial worship of the Emperor at 
the Vai Miao (the Ancestral Temple in the Prohibited City of Peking), 
twelve Tou were placed on the left of the sacrificial table, containing ail 
kinds of cooked dishes, sturgeon and minced carp, deer’s sinews, 
minced hare and minced deer, sweet-bread, pickled pork, etc., with 
cakes of different sorts, and fruit, including hazelnuts, the prickly 
water-lily, jujubes, and chestnuts.^ 

This infers that the Tou, primarily an imperial Ritual wine cup, 
was now a type of ritual dish. This alteration became manifest during 

1 Chinese Exhibition Catalogue, No. 94, for bronze prototype. I.aufer : }{an Pottery, pp. 188, 
189, for illustrations. 

Ming t'ang wei, 28 

3 Ming t'ang wei, 0. 

< Compare Bushell : Oriental Ceramic Art, p. 491. 
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the T’ang Dynasty and during the Ming and Ch’ing Dynasties the 
Jade Tou was used to hold the vegetable offerings placed on the altars 
in private houses. 


THE CHUEH AND TSAN. 

In the list of the sacrificial bronze vessels enumerated in the first 
chapter of the T^ao Shiio we find reference to the Chiieh as being used 
to warm wine used for libation, and it is probable that from this source 
its present name of libation cup is derived. It would appear to be 
a similar vessel to that referred to in the Ku yii fou as the Jade cup 
Tsan. The bronze Chueh^ belonging to the Chinese Government,^ 
suggests its prototype. I have been unable so far to find an example 
of this vessel in jade, which may be classified as belonging to the Chou 
Dynasty, but I have seen several of the bronze types in jade which date 
from the Han Dynasty. In the Li Ki reference is made to the Tsan 
with a large handle of jade ; this vesseh was used to ladle the 
ritual wine. The T^ao Shuo records that a row of six Chiieh filled with 
wine formed part of the ritual vessels used for the ceremonial worship 
of the Emperor at the T'ai Miao} The Li Ki states that the Pi-Chueh 
(a wooden vessel banded or adorned with jade) was used as a wine cup 
during the T^fw ritual l?y the Feudal Princes. 


•THE KIO AND SAN, 

These vessels® are similar in form to the Chiieh. They are referred 
to in the Fotfp’w and may be described as : 

, (i) a kind of cup of boat shape with three incurving feet ; 

without handles. 

, (2) a similar cup of round shape with projections on top. 

Jade cups of this form are recorded as having been in use during the 
Chou Dynasty, but I have not met with any example in a European 
collection, although specimens made during the Ming and Cn’ing 
Dynasties, for use in the Sacrifices to the Ancestors held in private 
houses, are represented in several Jade Collections. 

• ^ Chinese Exhibition Catalogue, No. ^z. 

3 Compare the Artificer’s Manual, K’ao Kung Chi by Liu Hin : a technical writing compiled 
during the Chou Dynasty, and added as, an appendix to the San Li. 

3 Two examples of these vessels in Brbnze are illustrated in A History of Chinese Art : G. S. de 
Morant, p. 63. 
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PLATE XXXVI 



A RECTANGULAR TING (CAULDRON) 

Decorated with “ Grain Design ” and “ Shou ” mark. Inscribed round lip with Fu (Happiness), 
Kiiei (Nobility or Honour), Chang (Longevity emblems), Shou (Longevity), Wan (Ten Thousand, 
or many Thousand), and other indecipherable characters. 

Colour: Translucent Grey Green. _ H. 19.3 c.m. W. 13.5 X 11.4 c.m. 

Early Ming Dynasty, circa A.D. 1400. 

{In the Collection of J. H. Smyth-Pigott, Esq.) 


CHAPTER vni 

JADE CARVINGS OF THE MING DYNASTY 

A.D. 1368-1644. 

THE different types of carving practised during tiie Ming period mav 

be classified thus : — ■ 

Early Bold, usually firm in line and archaic in character. 

Solidity conibined with a grotesque refinement seem to dominate the 
products of this time. 

Mw/-Mwi^^----Thoiigh still rugged in form, a definite external influence 
is. manifest. Though shapes and forms similar in design to the 
bronzes and ceramics of earlier periods are found, the craftsmen have 
used more decorati\^e , types of neplirite. From . now onwards the 
influences arising from contact with Europe are clearly perceived in 
the jade carvers’ work. 

Late Ming. — The progreys which was characteristic of the middle part 
of this period has diniinished, but the refining influence of continuous 
contact with the outside world remains. 

During the Ming period, which lasted nearly three hundred years, 
many changes in design and character became "manifest in the art of 
the carver. It is during this period that nephrites and jadeites of a 
fine colour began to appear in large carvings, usually of a bold and 
grotesque type. Large-scale incense-burners in jade were by now 
in constant use in the temples (see Plate xxx\ti) ; altar sets of 
characteristic Ming design formed an essential part of the temple 
regalia, carvings in the form of mythological monsters appeared in 
increasing numbers, and the birds and animals, regarded by the Chinese 
as sacred, were now sculptured in the mystic stone. Tear bottles 
p’m^)bin jade occupied the attention of the carver, for it was the 
fashion for Mandarins and high dignitaries of state to secret them in 
the folds of their robes (see Plate cxxvii). 

During this period early Chinese bronze forms were reproduced in 
jade (see Plate xxxvi) and care must be exercised in distinguishing 
between the pieces carved during this period and those of later origin. 
Gradually, towards the end of this epoch, th® carver became still more 
strongly influenced by contact with the outside world, for the advent of 
the Ch’ing Dynasty was close at hand. 

In the Ming and pre-Ming periods, the method of mining jade was 
decidedly crude.^ Large fires were built into the natural cavities of the 
rock and allowed to bum from sunrise td sunset ; they were then 
extinguished, the extreme cold of the night causing contractions and 
thereby fractures to occur. It can readily be understood that this 
method of splitting the rock often had a most detrimental effect on the 
appearance of the material, but we know how well this was overcome 

1 Compare Bushell, Oriental Ceramic Art, p. 503; Ckineu Snuff Bottles, hy M. B. Iluish; 
ISo, 27 o£ the Opuscula of Ye Sette of Odd Volumes, 

‘•2 Bushell, Chinese Art, Vol. I, p. 129, and Bauer, Precious Stones, pp. 457-470. 
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by the skill and ability of the craftsmen, as shown in the many superb 
carvings that have come down to us. 

It is worthy of note that the finest specimens of colourful jade 
carvings of the early periods were not carved from the mined rock, but 
from the boulders gathered from river beds, exceptional specimens of 
which are known to-day as water jade ^ many having been found in the 
Uru Valley. The Kaskem Valley was another source from which the 
Chinese obtained native mined jade prior to being driven therefrom by 
invasion. 

When, after a long and tortuous journey, the rough rock had been 
brought to the carver, the task of transforming it into a work of art 
began. It has been suggested that long periods of time were taken 
in executing single carvings ; be that as it may, it can easily be imagined 
that the task was no light one, considering the primitive types of tool 
used by the craftsmen. 

In Canton the processes are classified thus : — i. Ta Kung : cutting 
raw material. 2. Ta-Yen: drilling holes. 3. Shang-B.ua \ carving 
figures. 4. Ta-mo : polishing the finished product. (Cf. Plate ii.) 

EARLY MING. 

CIRCA A.D. 1368-1465. 

The craftsman during this period produced works of a hybrid type, 
inherited from a school influenced by a foreign people ; for had not his 
forefathers been subjected to Mongolian invasion, and is it not on record 
that the Khans were well supplied with utilitarian carvings in jade, 
such as bowls and plates for their food, and vessels or cups for their 
wines which had been already decanted into jade cisterns. 1 Dr. Laufer 
illustrates a jade cup^ which is typical of the early Ming carvers’ work, 
being structurally of the type made under the Yuan Dynasty, but de- 
corated with the mythological Hydra, a product of the Han period. 3 
A curious rugged structure, decorated with mythological symbols 
drawn from types created by previous generations, persists unfailingly 
throughout the first years of the Ming period. Also some of the 
material employed by the craftsmen of this time was not imposing, 
being of a grey shade combined with various other colours, such as 
brown, mottled yellow, black and an indifferent green. Carvings with 
high undercut relief decoration appear to have been more beautifully 
produced during this period, (See Plate xxxin.) 

The size of the carvings was on a larger scale than the pieces produced 
during the Han, Sung and T’ang Dynasties, a characteristic also 
noticeable in the Ceramics, Bronzes and Copper vessels of this time.^ 
It is on record that a bell weighing about 52,000 kilograms was cast in 
the Han-tsing works at Peking at this time.® The craftsmen of this 

1 Jades, by Dame Una Pope-Hennessy in Chinese Art, edited by Leigh Ashton, p. 99. 

2 Plate XLV. 

2 Bretschneider, jSimcMwz, Part I, p. 200 ; Laufer, p. 168. 

Silcock, Introduction to Chinese ^rf, p. 231, 

s De Motant, A History of Chinese Art, p, zzt. 
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A JADE INCENSE BURNER AND COVER 

Boldly carved with archaic representations of symbolic spiritual phenomena ; two large monster heads 
support bold loose ring handles. The cover is surmounted with a lion and young. I’he whole is 
supported on three curved feet emanating from '/’V/o f’/VA masks. 

Colour : Opaque mottled Grey. Mid Ming Period, circa a.i>. 1500. H. 28 c.m. W. 30,4 c.rn. 

(In the Cidk'ction of the Authm’.} 



PLATE XXXVIII 



A TRANSLUCENT JADE VASE 

Decorated with entwined archaic hydra and T’ao-T’ieh masks, two loose rings are supported at the neck 
by archaic dragon heads. 

Colour : Pale Grey Green. Mid Ming Period, circa a.d. 1500. H. 34.6 c.m. W. 26.5 c.m. 

{Formerly in the Alexatider Collection.) 


line with peaks of tranquility and valleys of civil “war ; similarly, peaks 
occur in our comparative imaginary graph, from which an interesting 
deduction may now be made. As Ceramics arrive at a peak of charm, 

1 Vol. VI, 1875, p. 319. 

2 Laufer, p. 318. Sea also Burlington Alagassinc, No. 394, Vol. LXVIII, pp. 49-50. 

'■> Yule’s Cathay and the Way Thither, Vol. I, p. 130. 

* Writings of Hsi Yu WSn Chien Lu, I'j'j*], 

® The material found in this region being of a mottled grey-green or burnt brown colour and 
lacking in the positive and distinctive green or brown of the previous minings. 

Early Ceramic Wares of China, p. 7 .^. 

7 Prior to this time the art of the bronze worker, in my opinion, seems to be the obvious 
inspiration of the jade carver, for in form and general decoration, a strong resemblance is noticeable, 
though the jade creation conveys a distinct lack of finish and detail when corniuired with its bronze 
counterpart. 
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so within a century, or even within a shorter period of time, a peak of 
similar importance is found in the jade carvers’ art. It is significant, 
too, that the reigns of Hsiian Te (1426-1435) and Ch’eng Hua (1465- 
1487) are considered the classic periods for Ceramics in the Ming era, 
while it was at the commencement of the 1 6th century (Mid-Ming) 
that the most outstanding specimens of jade carving were created. 
Unfortunately the troublous times which followed brought this period 
of artistic maturity to an untimely end, and the number of exceptional 
carvings actually executed were few. Care, therefore, must be exer- 
cised when ascribing specimens to this epoch. 

The jade carver, during this time, would seem to have been largely 
occupied with the reproduction of ceramic and bronze forms, but in the 
decoration of the articles which he produced were embodied his personal 
characterisation of the symbols used by his ancestors (see Plates 
XXXVII and xxxviii). At the same time he introduced into his 
art, and made famous, the Ming Dragon, though even this symbol 
was inspired by his predecessors of the Han period.^ It was, indeed, 
during this part of the Ming period that the finest works originated. 
Intricately adorned carvings of an elaborate type of relief reached 
a height of perfection not previously seen in this art — the finish and 
polish leaving little to be desired. “ Dark green , Ji Yu, and mottled 
grey-green, as opposed to pale green and rust brown jade, was chosen 
for the larger carvings, which are of fine nephrite and jadeite. The 
influence of contact with the outside world had by now deeply pene- 
trated the art, due probably to the past and ever-present connection 
of the Chinese with Persia through trade, and further induced by 
the then recent visits of papal envoys from Italy. It is noticeable, 
too, that the carver from that time took increasing advantage of the 
natural colour of his material in order to accentuate the intricacy and 
beauty of his creations. This suggests an inherent mineralogical 
knowledge of the stone and may account for the great care exercised 
by the craftsman in the choice of his material. 

LATE MING. 

CIRCA A.D. 1522-1620. 

During the Late Ming period the art of carving in jade may be said 
to have reached, first, the zenith of its perfection, and then to have 
begun to show signs of decay from the effects of a progressive civilisation. 
The last of the Ming Emperors, unstable and degenerate, allowed the 
empire to become an easy prey to ambitious, yet decadent, external 
forces. The approach of a new era was at hand. The crumbling of 
the mighty Ming Dynasty heralded the advent of a new epoch-— that of 
the Ch’ing Dynasty. 

The effect of the change upon the jade craftsmen became manifest 
in their works, which had lost the intricacy of decoration characteristic 

1 Laufer, yarfe, pp. 236 and 237. 

2 Obtained from Barkul and Manas in Singaria and in the vicinity of Lake Baikal. 
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PI.Al’E XXXIX 



A JADE LIBATION CUP 


Carved in bold relief with Newt-like Dragon dec«>ration. 

Colour ; Spinach-Green. Late Ming Period, wra a.d. 1600. H. 17 c.m, W. 12.5 c.m. 

{In the C(d!eciion qf Frank II, Fmtora, hsii.) 





BOWL AND COVER IN NEPHRITE 

An excellent example of the pierced floral decoration, embodying the Plumix and tlowerim; 

trees of the “ StercuHa " type. 

Colour: Mottled Grey. H. 9.5 c.m. Diam. 10.5 c.m. 

Late Ming Dynasty, A.D, 1600. 

{Formerly in the Collection of Commamhr R. E. (Jiiir, 


PLATE XLI 



A JADE INCENSE BURNER AND COVER 
Built up in four sections. 

Colour : Light Spimich-Green. Early Ch’ing Dynasty, circa a.d. 1650. II. 24.7 c.m. 

{In the John Yates Collection^ Manchester Art Gallery. ) 


of their predecessors, while retaining some of its refinement — notably 
the use of the finer varieties of nephrite and jadeite. Excellent examples 
of the art of this era are illustrated in Plates xxxix and xl. Other 
similar specimens are portrayed by Dr. Laufer in his bookh 

The caiwer in jade gradually reverted to the style employed at the 
beginning of the Ming Dynasty. He produced copies of earlier forms, 
but in a purer type of stone. 'When he attempted originality or inven- 
tion the result was no more than a conventional form, characteristic of 
his era, and lightly embossed with a decoration, either flora! or of 
mythical monsters. It is to this part of the Ming Dynasty that belong 
many of the grotesque animal carvings, libation cups, incense burners, 
and mythological symbolic statuettes. These, in contrast to the copies 
already referred to, are made of a less refined type of nephrite, generally 
grey in colour, but occasionally blackish, deep green, or mottled with 
brown, (See Plate xli.) 

Important translucent carvings were also produced at this time, but 
only in the few remaining Monastic workshops. Few examples are 
to be found in European hands, since the Chinese, apparently, guarded 
them jealously from defilement by the foreigner. 

We are gradually passing from the age of archaic Chinese art into 
that of an interesting, and perhaps more pleasing, type of art from the 
decorative point of view — a type in which the technique was unrivalled 
although sometimes the taste was questionable. Notwithstanding this 
gradual evolution, none of the ancient career’s subtlety of execution 
was lost. It would, in fact, appear as we progress through the K’ang 
Hsi period to the great Ch’ien Lung period, that a new standard of 
perfection in the art of jade carving is being reached, for surely there is 
little in glyptic art that can approach the achievements of the craftsmen 
of those sixty years of the reign of that great benefactor to mankind, 
the Emperor Ch’ien Lung. For those interested in the more decorative 
type of art, the carvings of the Ming, K’ang Hsi, Ch’ien Lung and 
Chia Ch’ing periods must take supreme pride of place. 

^ Laufer, Jade, p. 330. Plate XLVI and Plate XLVII. 
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PLATE XLII 



With pierced floral decoration and high relief carving. 

Colour : Dark Green K’ang Hsi Period, a.d. 1662-1722. H. 9.3 c.m. W. 22.0 c.m. 

(In the Collectio?! of Ashley Cowan, Esq.) 


CHAPTER IX. 


JADE CARVINGS OF THE CHTNG DYNASTY 

A.D. 1644-1911. 

K’aNG HSI period. A.D . 1 644- 1 722 . 

THE transition period in Chinese Art was now at hand. In China as 
in Europe strong, energetic Emperors supplanted the weak and de- 
generate rulers of past centuries. 

The reign of the Emperor K’ang Hsi lasted about sixty years and, 
as was the case in earlier times, the craft of the jade carver 'borrowed 
its inspiration from the creations of the ceramic artist. It is not 
surprising therefore that this important reign, which was destined to 
see the beginning of perhaps the greatest of all periods of Chinese Art, 
and, incidentally, to give birth to a peculiarly distinctive type of carving 
in jade, should have actually produced but few examples of this art. 
Many indeed of the w^orks accredited to this period belong in reality to 
that of Yung Cheng. 

The carvers of the early K’ang Hsi period produced work in fine 
nephrite and jadeite, similar in form and technique to that of the kite 
Ming period, but more beautifully carved and decorated in high relief. 
The pierced type of work w^as also revived and numerous specimens of 
this style were adorned with distinctive floral creations. An excellent 
example is shown in Plate xlii ; and another example of this type of 
carving is illustrated in Gorer and Biacker’s book, ^ which is also typical 
of the jade work of this period. Several exceptional white jadeite 
carvings , treated in similar style , were also produced ; rarely, however, 
was a carving made in fine emerald or apple green jade— a vogue which 
had not yet proved attractive to the carver. 

YUNG CHENG PERIOD. 

A.D. 1723-1735. 

During the twelve years of the reign of the Emperor Yung Cheng 
the jade carver was one of the principal art producers of China. His 
carvings, of which perhaps the most outstanding were in the form of 
statuettes, were both graceful and delicate. 

Several 1 8th century Chinese writers record that this reign was 
marked by its tranquillity which had a remarkable influence on the 
Arts. A recent writer on Chinese art, Soulie de Morant,* sums up this 
effect as follows The taste of this time for grace and delicacy led 
it away from plastic works of importance, for strength and great bodily 
size always go together in our mind. Thus, too, did stone seem too 
coarse, arid finer materials were chosen, so that those works of art which 
were truly attuned to the prevailing feeling were mainly statuettes in jade, 
jasper, alabaster, or simply in dried clay painted with brilliant colours.” 

1 Vol. II, Plate 33f>- 

2 A History of Chinese Art, p. 24 <i. 


The jade carvers of this period effected, in many instances, the 
completion of subjects started during the previous reign, they also 
were responsible for the introduction of purely decorative objects in 
jade, carved in the vividly coloured nephrites and jadeites. This 
innovation and break with tradition may have been influenced by their 
contact with Europe, although the carvings themselves show no signs 
of this influence ; being purely Chinese in character and design. 

An important observation made during this period by a Chinese 
writer! is that seldom did the carver copy the archaic jades, possibly 
because his time was fully occupied in producing statuettes, vases and 
decorative ornaments for use in the homes of his wealthy patrons. 

The main difference in style perceptible in the carvings of this and 
the preceding period may be summarised as follows : 

K^ang Hsi : — Robust in structure : mainly floral in design : orna- 
mentation obtained by bold relief and pierced carving ; the forms chosen 
obviously being inspired by the works of the Ming Dynasty. 

Yung Cheng : — Delicate in structure, devoid of bold outlines, 
decorative in character and given added brilliance by reason of the 
material chosen. The decoration, which was introduced sparingly, was. 
executed in low relief or engraved, and was of a symbolical rather than, 
a floral type. The forms chosen were obviously inspired by the 
ceramics of the K’ang Hsi period. 

Mention should be made of the few ritual vessels carved at this time, 
these were executed in the finest white nephrite and sparsely decorated, 
contrasting vividly with the carvings of similar character made during; 
the previous and ensuing periods. 


ch’ien lung period. 

A.D. 1736-1795. 

We now enter an era of jade craftsmanship as distinct and exceptional, 
as any that have preceded it. On account of its flamboyant character and 
close resemblance in style to European sculpture of the same period, 
the student familiar with the early ceramics and “ Burial Jades 
will find it difficult to consider calmly the jade carvings of this epoch, 
so strongly do they contrast with those which have gone before. 

It can be disputed, however, that during this period the art of 
the jade carver attained its zenith of decorative perfection. It is, in- 
deed, comparable with the achievements of the ceramic artists during- 
the K’ang Hsi period. 

During the Ch’ien Lung period many fine copies, reproducing early 
bronze forms, were made in the palace workshops, the most outstanding; 

A treatise on yade working, hy Huang, vixktQTi ch'ca A.D. i^^o. 

2 By which is meant the art of carving in jade up to the beginning of the Ming Dynasty. 
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A TRANSLUCENT JADE INCENSE BURNER 

Decorated in low relief with stylized Dragon forms ; two similar desi^s form w'ell positioned and pleasing 
handles. The cover is surmounted by a pierced carving in_ the form of the lotus. _ ^ _ W m -» r in 
Cm OUR • Seaweed Green Imperial Ch len Lung, ctrm A.0. 1770. 

Colour . of Her Majesty Queen Mary, and indued by Her Majestyh gracious permission.) 



of these sometimes bearing the imperial seal marki— a hall-mark of 
perfection. 

The quality of the nephrite and jadeite used by the carver was the 
finest ; no fever of haste held the craftsman in its grip, and the minutest 
detail was not forgotten ; the finished carving had of necessity to be 
the finest that human skill could produce — commerce had not yet 
infected this branch of art with its destructive stimulant. An out- 
standing example of the work of this period is the fine translucent 
seaweed green_ Jade Incense Burner in the Collection of Her Majesty 
Queen Mary, illustrated in Plate xliii. 

The Emperor, Ch’ien Lung, was a poet, and through the medium 
of inscriptions on jade carvings many of his compositions have been 
preserved for posterity. A vase and cover which is in the Collection of 
His Majesty the King (Plate xcviii) has engraved upon it a poem 
composed by a scholar for the Emperor. 

Jade, the sacred stone of the earlier Chinese, became, during this 
period, not only a medium for mythological representation, but the one 
through which the most highly skilled craftsmen of a great nation 
found outlet for their inspirations. 

Following this impressive reign, history continued its steady cycle of 
repetition until, by the end of the Tao-Kuang period, the Art of Jade 
had commenced its downward trend. 

This was most noticeable in the carvings made between the last 
years of the Tao-Kuang period up to the present day, ^ when the alterations 
in technique and finish move rapidly with the mechanical age which 
has given them birth, causing an unreal and non- Chinese character 
to replace gradually, but perceptibly, the inherent subtle artistry of 
the formerly secluded craftsman. In fact, the mechanical age rapidly 
caused the Chinese nation to become commercial, and the jade worker 
inevitably became involved in industry, as opposed to art. Will this 
great heritage from remote antiquity survive its present decadence in^ a 
machine-fettered world and, returning to its previous principles, regain 
the celestial ? 

1 An impression of the Imperial Seal is shown in Appendix VIII, page 176. 

2 Compare Grandidier, La Ceramque Chinoise, p. 224. 
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CHAPTER X. 


STYLE IN JADE CARVING. 

IT perhaps may be thought helpful to endeavour to summarise some of 
the characteristics of style to be observed in the working of jade 
throughout the great historic periods of Chinese Art. The subject of 
course is a very wide one, and it is inadvisable to rely too closely on 
broad generalisations, which is all that can be attempted in the brief 
space at our disposal. The classification and dating of jade carvings 
share something of the difficulty and uncertainty that is associated with 
other branches of Chinese Art, and indeed this is inevitable when we 
consider the enormous span of time involved, the vast geographical 
area covered, and the variety and complexity of the art itself. 

As in the case of bronzes, it is remarkable that the earliest specimens 
which have come down to us, possibly even from the Shang-Yin 
Dynasty, 1766-1122 B.C., are the products of a practised and sophisti- 
cated art. The jade carver of those far-off times possessed marked 
ability in the working of his material, and if the products of his 
craftsmanship are archaic and primitive, it would be quite erroneous to 
regard them as in any way barbaric. 

THE CHOU DYNASTY. 

As the result of examining many specimens of early carved jade of 
undoubted authenticity, I have come to the conclusion that in some 
cases apparent defects or imperfections were deliberately executed : 
to take two examples, the intentionally imperfect drilling of the holes 
in the Vsung (see Plates vii, viii, and ix), and the defacement of Ritual 
Emblems — the carver having purposely abstained from technical per- 
fection in order to emphasise his desire to produce worthy tokens for 
use in the worship of the supernatural. Some carvings undoubtedly 
executed during this period exhibit the height of sculptural skill ; in 
comparison with them the highly conventionalised human figures 
appear to us bizarre, but parallel instances occur in the glyptic art of 
the palaeolithic period, with its peculiar and caricature-like renderings 
of the human form. Speaking generally, the jades of the Chou Dynasty 
comprise forms of an utilitarian type used in the early ritual sacrifices, 
and also embody in their design archaic spiritual and mythological 
formulae. Even at this early period many objects were executed in 
jade on account of the special esteem in which this material was held 
by the Chinese.^ 

For many ages, peculiar animation and life-prolonging power was 
attributed to jade and gold. The Yi-King says “ The empyrean 
tQponh]3iAt2indgo\YY THenweiyuh,weikin. ( 5 ^ ^ 

It is probable that eventually research will establish that most 
of the early carvings of the ritual type in nephrite and chloromelanite 
are assignable to this dynasty ; and the forms of implement, knife 

1 De Gi-oot, The Religious System of China, Vol. I, p, 271, Vol. IV, p. 330. 
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and weapon which, like the intricately decorated ritual bronze vessels, 
persisted into later periods, must have originated in a pre-Chou era. 

THE HAN DYNASTY. 

During this era the style of the Chou Dynasty as it gradually evolved 
showed a more definite resemblance to external forms ; and to the 
earlier shapes is added a less abstract and conventional type of design, 
possibly influenced by the arts and crafts of the Occident, derived from 
the contact of China with such countries as Persia, India, and Egypt, 
The style of the carving of this dynasty may thus be described as 
composite. The jade worker, possibly more subtly than obviously, is 
embodying motives derived from external sources, though still re- 
taining much primitive Chinese mythological symbolism. The 
previous styles are thus modified by the first distinct indication of 
imported stylistic influence. 

THE PERIOD OF THE THREE KINGDOMS. 

During this era, from a.d. 220 to 589, no definite style can be 
reckoned as characteristic. The time was marked by violent political 
upheavals, which have caused the destruction of the majority of the 
contemporary works of art, and few jade carvings remain. At the 
commencement of this time the influence of Buddhism is not apparent, 
but in the rare carvings which have survived destruction, there is a 
definite Buddhist influence, parallel with that which is found in the 
contemporary sculpture. The carver did not appear to aim at an exact 
representation of life, but to achieve forms which express a contem- 
plative and super-mundane tranquillity, and his statues show great 
refinement, though with a possible lack of robust vigour. As might be 
expected, there is a marked absence of purely abstract carvings, and 
any articles of ritual which were executed during this period have 
vanished with most of the other works of art. 

THE T’ANG DYNASTY. 

In this era the jade carver was once again enabled to carry on the 
evolution of his craft, following on the excellent example set by the 
artists of the Sui Dynastyywhose style was probably influenced by contact 
with Buddhist Monks who had either come from or made journeys 
to India and Turkestan. Carvings of this dynasty achieve a definite 
individual style characterised by sweeping forms and vigorous sym- 
metrical designs. Like the contemporary ceramics they are simple in 
form, but possess an undoubted strength. They are thus differentiated 
from the ornamentation of earlier works, though they retain much of 
the remarkable quality displayed by the earlier craftsman— the power 
to express the motion of life. 

V; : / ' 

During the Sung Dynasty there was a considerable development of 
trade relations between China and Persia, India, Eastern Turkestan, 
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Nevertheless, the ingrained reverence of the Chinese for this mineral 
remained, but the craftsman turned his attention far more fully to 
decorative representations of various motives, a tendency which 
probably arose during the middle of the period, but was cut short by 
the conquest of China by Mongolian usurpers at its close. 


THE MING DYNASTY. 


This period is characterised generally by strong graceful forms and 
broad simple ornamentation, being obviously inspired by the contem- 
porary productions of the ceramic art. This is accompanied by a resur- 
gence of the native tradition and the emergence of a more definite and 
less composite type of work. At the close of the Ming period there 
supervened a period of decadence. 


THE CHTNG DYNASTY. 

With the advent of the Manchu rulers, the jade worker was again 
much influenced by contemporary ceramic styles. It is inevitable 
that the majority of specimep of jade met with in public and private 
collections, and which is possible of acquisition by collectors, dates from 
this epoch, especially from the Chhen-Lung period, 1736-1795. Carvings 
at this time were produced in large quantities for the palaces of the 
Emperor, and the technique of the craftsmen reached a very high 
level, as shown in the undercutting and carving of many outstanding 
pieces. It, however, must be admitted that, as in the case of other 
objects of this period, the skill has often resulted in ostentation or 
vulgarity, but on the other hand it is regrettable, as is the tendency 
in some quarters, to proceed to a sweeping condemnation of most of 
the art of what is a very remarkable period. There is no doubt that many 
fine pieces of good proportions and excellent design were produced at 
this time. The range of form and the variety of ornamentation, too, 
are remarkable, and it is possible to avoid and ignore that which is 
bizarre or grotesque in the period. 

The 19th century witnessed a steady decline in the art of jade, 
brought about by the commercialisation of a mechanical age. 
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CHAPTER XL 


THE JL/-I OR SCEPTRE. 


or sceptre^ with its “ fungus-shaped ” head and curved stem, 
has given rise to much speculation by students of archeology in their 
attempt to trace its origin (see Plates xlvi and xlvii). One author- 
ity2 says “ the head is obviously related to the ‘ connected cloud pattern ' 
and may have been suggested by it ” ; and again, that the Ling chih 
fungus “ is perhaps the source of its conception.”^ Dr. Bushell appears 
to be in agreement with this latter derivation and he further tells us that 
‘C . . in the Palace of the Emperor a Ju-i is placed in every re- 
ception room upon a table before the throne, it is usually made of carved 
wood, or red lacquer, with three plaques of jade inserted and often inlaid 
with jewels. The Ju-i also figures among imperial presents to high digni- 
taries as a mark of special distinction.”^ An exceptionally beautiful 
example of the three-plaque type of Ju-i, mounted in gilded bronze, is 
in the Collection of His Majesty The King and is portrayed in Plate 
XLV. F. N. Nance® tells us that the Emperors in uneasy times 
required everyone about the Court to carry zju-i, for, when holding one 
of these sceptres, the hands were not free for the use of a dagger. 

Dr. Laufer is of the opinion that the “ cloud band ” decoration of 
a jade girdle ring referred to in the Ku Yu tu p'u^ is similar to the head 
of the Ju-i. 

Professor Giles’ tells us that in his opinion the origin of th.Q Ju-i 
cannot be safely considered to be derived from “ a religious source.” 
He further says® “ We find in history such passages as ‘ The Emperor 
pointed at him with his 

What Professor Giles considered to be the earliest allusion in 
Chinese literature to the Ju-i occurs in T’u shu tsi cKing^^ where we 
read “ during the Wu Dynasty, when digging the ground, there was 
found a bronze casket in which was a of white Jade.” 

Eitel tells us that Ju-i literally means “ as you wish and in reality 
is one of the Saptaratna, or Seven Precious Things (TsHn-paoJy sl 
fabulous pearl. In China, it is the symbol of Buddhism, and gods 
bear it in their hands. It is however found also in the hands of Taoist 
deities, and seems to have been borrowed from Buddhism. 

1 These sceptres were used by one seeking an audience with the Emperors, especially when, 
■seeking a' favour. ",'_■■■ 

2 naney, Chinese Porcelain. 

3 Compare P6tillon, . 4 KMSWMS Lfttermm, p, 241 , note. v 

* Bushell, Chinese Art, Vol. I, p; 140, also compare G, ’D&\6ti3i, Un Manage Imperial Chinois„ 
V‘ 90.: , 

<> China Journal, Jan. 1934. 

6 Chapter 55, Fig. no. 

l.c.j.p. 321. 

8 Altfnerjana iS'fmVa, No. 9, p. 321 ; conipare Tung t’ien ts’ing lu. ; 

® Compars Chao Si-ku's Writings of the 13th century. 

Section 32, Chap. 237. 

u Sanscrit-Chinese Dictionary, p. izz, 
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Eitel’s summary refers to the Ju 4 in its developed form, as a symbol 
of power, seemingly first used in this manner during the Han Dynasty 
and from then onwards the subject of carvings in rock-crystal, amber, ^ 
gold, silver, rhinoceros horn, bone, bamboo, and iron,^ but to-day few 
indeed of these materials are used. 

Dr. Laufer^ tells us that in his opinion the Ju-i “ may have grown 
out of one of the early jade emblems of the Chou period.” In my 
opinion there seems sufficient evidence to assume that the Ju-i actually 
was one of the earliest composite ritualistic jade symbols of the Chinese, 
embodying the essence of their spiritual beliefs — of the semblance of 
the Dragon, the intelligence of the stars, the structure of the Diviner’s 
wand — and evolved for the use of the Emperor during the sacred rituals 
dedicated to the God of Agriculture. 

Dame Una Pope-Hennessy^ formulates an ingenious theory based 
on the researches of Dr. Gieseler, that the form of this intriguing symbol 
was derived from the sweep of the constellation of the Dragon, a drawing 
in support of which she illustrates, here reproduced as Fig. 39. 



This suggestion offers some support to the theory that the form of 
the Ju-i was derived from the rod shi (®) used by the State Diviners. 
It will be recalled that the Chinese word shi^ ( xg) is a combination of 
two characters : chuch ( ft) (the bamboo) and wu ( 3^) (a diviner or 
medium) and that the Diviners were considered of great importance in 
all affairs connected with the State. The chief Diviners, five in 
number, were — 

“ The Grand Diviner.” T^ai-puh ( i: f) 

“ Master of Divination.” Puh-shi (h gi{j) 

“ Keeper of Tortoises.” Kwei-peu A) 

“ Preparer of the Fuel.” Hwa-shi (# R) 

“ Observers or Interpreters of the Prognostics.” Chen-jen (ch A) 

_ t In Giles’ Biographical Dictionary, p. 613, we read that Sun Kuan (a.d. 181-352) whilst he was 
Prince of Wu, owned a yw-i made entirely of amber. 

2 See writings by Chao Si-ku. 

^ hanhr. Jade, -p. 339. 

Early Chinese Jade, p. y&. 

^ Chinese Dictionary. 

Notes on Chinese Literature, p. 
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PLATE XLVII 



PLATE XLVIII 




The Li-Ki^ in referring to these Diviners says they did not presume to 
use their own private judgment in the service of the Supreme Ruler, 
but invariably made use of the Divining Rods Shi ( ) and tortoise 

Kuei (H). It is known that these Diviners were also star gazers, for 
the Yi-King2 tells us “ they penetrated the secrets of Heaven and 
Earth.” From these generalisations it would appear not improbable 
that the rod of these diviners took the formation of the outline suggested 
by the stars, and inspired the shape of the Ju-i. The bone (antler) wand 
preserved in the British Museum, suggests a possible connection with 
the Diviner’s Rod (Plate xlviii). Its dragon shape obviously relating 
to the early ritual of weather forecasting. 

For the reader interested in the further study of this intriguing 
symbol, reference to the following writings will be found helpful : — 

Anderson, Catalogue of Japanese and Chinese Paintings^ p. 32. 

Ball, Decorative Motives of Oriental Art, p. 28. 

Bushell, The Bishop Collection of Jades, Vol. I, p. 49, and Vol. 11 , 
p. 147. 

Bushell, Chinese Art, Vol. I, p. 148. 

Dev6ria, Un Manage Imperial Chinois, Paris, 1887, p. 90. 

Edkins, East of Asia Magazine, Vol. Ill, 1904, p. 238. 

Eitel, Handbook of Chinese Buddhism, p. 130. 

Gil&s, Biographical Dictionary, p. 

Giles, Introduction to the History of Chinese Pictorial Art, p. 159. 

Laufer,>Je, pp. 187, 335-339. 

Pope-Hennessy, Early Chinese Jade, p. 77. 

Williams, Outlines of Chinese Symbolism, p. 236. 

Petillon, Allusions litteraires, p. 240. 

1 Book XXIX, para. 52, pia-ki, and Book IV, para. 4, Part i, No, ii. 

Kiai-shi t’ien-ti-chi-shen-ming ( ^ ^ Bjl ) 

Wu-fei puh-shi-chi-yung (|jl| ^ f ^ .ffl) 

Puh-kan i-k’i sze-sieh-shi shang-ti. m. B 3 t fi » T *) 

2 Legge's Translation, p. 360. 



CHAPTER' XII. 

ANIMAL CARVINGS IN JADE. 

THE DRAGON. 

PROBABLY the first mention of this monster in Chinese mythology 
was made during the reign of Fuhsi (2852-2737 b.c.).i Later we find 
the legend that at the birth of Confucius (551 b.c.), “ two dragons came 
and kept watch . . . while a spring of clear water bubbled up from the 
ground.”^ 

Dragon worship in China probably is connected with the snake 
worship of Northern India, for we find that in Chinese translations of 
Buddhist writings the Indian term naga (snake) is frequently rendered 
lung (dragon). In the West, the dragon was a power for evil ; in the 
East, a symbol of beneficence. 

It is the opinion of some Chinese scholars of the present day that 
these mythological beliefs were the inventions of the early rulers of 
China, who sought to instil fear into a naturally superstititous people, 
and thereby increase the nation’s reverence for its rulers 

We gather from Chinese mythology that the dragon may be 
recognized by any or all of the following characteristics : a head 
similar to that of a camel ; ears like those of a cow ; one or two horns, 
similar to those of the deer ; eyes similar to the rabbit (or demon) ; 
a neck elongated like that of a snake ; a frog’s belly ; a tiger’s paws, 
with the claws of a hawk ; the entire body covered with the scales of a 
carp. 

The variations of type are, however, numerous : De Groori mentions 
a hornless dragon (P/ MeA) carved on the tombstones of Imperial Princes 
and high officials during the Ming period, whereas the classic book Hills 
and Rivers^ written in the 12th century b.c. refers to Winged Dragons 
{Yi Lung). 

In Chinese legend, as in that of other races, the dragon is accredited 
with the power of transformation, especially into the form of a fish, 
usually a carp,® and is, moreover, believed to be able to disappear at 
pleasure.'^ '■ 

The dragon-motive, in the form oi Kuei, constantly appears on 
Shang- Yin bronzes. 

One of the earliest recorded dragon carvings in jade appears in the 
form of a girdle ornament, and is mentioned in the Fang-shih mo 
and therein attributed to be the work of the Chou period. The Ku yii 
fu p'u portrays a similar carving — a Cloud Dragon — also assigned to 
the Chou period. Another specimen is referred to by Laufer : this is a 

1 Chavannes, Memoires historiques de Se Ma-ts'ien, Annales des Troissonnerains^ p. 6. 

^ hegge, Biography of Confucius, p. 59. 

3 Dore, Chinese Superstitions, Yol. Y, p. 680. 

* The Religious System of China, Yo\. lYi, p, 1142. 

® WyliQ, Notes on Chinese Literature, p. 4-Z’ 

® Mayers, Chinese Readers Manual, p. 14.2. 

See the czTp, Williams, Dictionary of the Chinese Language. 

8 Fang-shih mo p’u, Chap. 2, p. 3. 


jade carving in the shape of a dragon, for use on the altar.i The first 
carvings of this type which, until recently, were considered to be of the 
Han period, are now considered to be of earlier date. Dame Una Pope- 
Hennessy (in a recent article on jade^) says, “ The less early jades, those 
now classed as of the period of ‘ The Warring States ’ (481-205 B.c.) are 
ornamented with elegant stylized dragons. . . Our scheme for- 
bids a detailed and intricate account of those recent researches which 
are gradually establishing the important place in Chinese Art held 
by the Dragon, but it is, nevertheless, necessary to augment slightly the 
foregoing generalisation. The carved Antler in the British Museum 
(see Plate xlviii) would appear to be one of the earliest forms of the 
Horned Dragon’s neck and head. The dragon decoration is seen 
there in the shape of a representation in bone of the Dragon of the 
Shang-Yin Dynasty. The jade counterpart of this carving would 
seem to have been executed after the Ch’in revolution, and some 

authorities still accept the theory that the 
appearance of definite animal forms in jade 
commenced about the time of the “ Spring 
and Autumn Annals. ”3 

We will now consider interesting refer- 
ences in Chinese writings to dragon carvings 
and attempt to establish some sequence of 
type and development. 

Fig. 40 (from the Kuyil fu p’u) described 
therein as a Kiao-ch’ih (a young dragon 
whose horns have not grown) is probably an 
imperial charm. Of duplicate form and 
symbolical type, it may best be described 
as “A dragon charm, symbolic of the 


Obverse. Fig, 41 Reverse. 

emperor,” in the same manner as the “ twin Feng huang charm ” is 
symbolical of the empress. The date of this carving would not appear 
to be earlier than the “ Spring and Autumn Annals ” (722-481 B.c.) .4 

1 'Lanier, Jade, p. i86. 

2 Chinese Art, edited by Leigh Ashton. 

3 Kvtic\QonJades,hY '^.K.'Th.orp&yBurlingtoh Magazine, VoL LV, Number GCCXX, p. 245. 

^ Compare Chinese Art Exhibition Catalogue, 1925-26, "Mo. 259 - 
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PLATE XLIX 



ONE OF A PAIR OF TRANSLUCENT JADE PIERCED PLAQUES 
In archaic Dragon form. 

Colour ; White. Ch’ien Lung Period, a.d. 1736-1795- FI. 17.3 c.in,_ W- 15-2 

{hi the Collection of His Majesty The King, and included by His Majesty’s gracious pennisston.) 


6 ' 

i 

I. 



A JADE DRAGON RING 

Colour : Mottled Grey, Green and White, Chou Dynasty, 1122-249 B.c. Diam. 16.5 c.m. 

{In the Etmorfopoulos Collection, Victoria and Albert Museum.) 



. A*-; ■' 




A JADE DRUM 

Han Dynasty, 206 B,c.-A.D. 220. H, 11.3 c.mi. 

{In the Bumorfopoulos CoUection, British Museum.) 


Colour : Green. 





A TRANSLUCENT JADE VASE AND COVER 
Decorated in bold relief with Dragon. 

Colour ; White. Ch’ien Lung Period, a.d. 1736-1795. H. 23 c.m. 

{In the Collection of Mrs. Emma Joseph.) 





Fig. 41 (from the Kuyii fu k^ao) described therein as a carving in white 
jade covered with a yellow sheen and bearing russet colour spots. This 
carving being of^^ shape and dragon motive, suggests at once the “ Lung 
symbol ” which was used in an early ritual to Shin-nimg,-^ described as 
“ a jade for prayer used to end a drought ; it has the form of a dragon, 
and IS made to possess the voice of the dragon.”^ An interesting com- 
parison can now be made with Plate l, which is definitely sonorous 
and upholds in character and design the description of the Lting 
symbol given in the Shuo Wen. It seems safe therefore to assume 
that the specimen drawn by Wu Ta Ch’eng is of the period of “ The 
Spring and Autumn Annals ” (722-481 b.c.). 


Fig. 42 (from the Kii yu fu p’u) and described therein as “ a 
Fan k'ui (a winding young dragon without horns) ,3 carved from 
a piece of white jade possessing red natural stripings, of which the 
carver has taken advan- 
tage.” This specimen ap- 
pears to belong to the 
first transition stage, de- 
picting the dragon evolved 
from the Shang Yin tiger 
type, 4 and perhaps also 
inspired from the sonorous 
bronze instrument which 
dates obviously from that period (see Fig. 43). It is probable that 
this type of carving belongs to the Chou dynasty. 



Fig. 43 (from the 
Po ku fu edition of 
A.D. 1603) described 
therein as a bronze 
sonorous instrument, 
but apparently mis- 
dated. This example 
belongs obviously 
to the Shang 
Yin dynasty and de- 
rives its form from 
the mythical unicorn, 
an elephant type of 
beast.® 



Fig. 43. 


1 Legge, She King, Vol. 11 , p. 378- , . , 

2 Refer to Shuo W^n Dictionary, xinde.x '‘ Lung g also Giles' Dictionary, No. 749 i- 

3 Giles, No. 2346. 

4 CoTtipavs Chinese Exhibition Catalogue, Nos, 302 and Plate LXXVIli. 

•5 Compare Chinese Art Exhibition Catalogue, No. 165. 




Fig. 44 (from the Kuyu fu k’ao) and 
described by Wu Ta Ch’engas ^‘carved 
from white jade bearing russet spots. 
FI ere we notice a significant combina- 
tion, for both the dragon and FSng 
huang are represented. It would 
appear to be a ritual-pendant, rather 
than a charm, and may possibly have 
played some part in the marriage 
service. This type of carving prob- 
ably belongs to the Period of the 
Warring States^ (481-221 B.C.). 


Fig. 44. 



Fig. 45. 


Fig. 45 (from the Ku yii fu 
k’ao) and described therein by 
Wu Ta Ch’eng as carved from 
green jade spattered with russet 
spots. Upon inspection, this 
carving is seen to posses a flam- 
boyant character foreign to the 
Chinese carver prior to the Han 
Dynasty. It is possibly an ex- 
pression of external influence, 
maybe of the cult and teachings 
of snake worship from India. 


During the period of unrest and chaos that persisted from the Han 
to the T’ang periods the dragon motive apparently disappeared, as far 
as the carver in jade was concerned ; at least there do not seem to be 
any large specimens recorded in any European collection known to me. 
It is possible, of course, that if carvings of this monster were produced 
during this period the examples were destroyed in the upheavals of 
the time. It is, however, interesting to note that some authorities 
attribute to the South Native dynasties several of the dragon-headed 

Fig. 46 (from the Ku yii fu k’ao) and de- 
scribed therein by Wu Ta Ch’eng as of white 
jade covered with a yellow sheen. This 
carving definitely possesses the strength and 
character of the T’ang period, and is un- 
doubtedly a work of that time inspired pos- 
sibly by the dragon-headed buckles which 
preceded it. 

Another important dragon carving in 
jade, recorded as of undoubted authenticity, 
is one in the form of a wine vessel, which 
one of the Kings of Khotan (1023-1031} 

Compare Chinese Art Exhibition Catalogue, No. 356, and Chinesische Kunst, Nos. 21 1 and 212. 
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buckles still extant. 




bestowed as a gift during the time of the Sung Dvnastvd An excellent 
plate of this form of carving which appear! in Gori and Bkcke^^ 
shows it to be of the same type of design as those in the Imperid 
Catalogue of the Po Ku. 

It may be instructive, in passing, to refer to the ceramic art of the 
Sung and Yuan periods for, as previously stated, we must bear in mind 
the fact that the jade worker of those periods appears to have derived 
much of his inspiration from this source. Important specimens of the 
ceramics of these periods, in the possession of Sir Percival David, Bt., 
are illustrated in colour in Mr. R. L. Hobson’s beautiful catalogue of 
this famous collection. Three examples bearing Dragon decoration 
are as follows : 

(1) “ A Basin of Lung-Chuan Celadon, described by the authors as of 
the Sung or Yuan Dynasty, on the inside of the bottom of which is 
a three-clawed dragon surrounded by six cloud scrolls, . . 

(2) “ Flask of Lung-Chuan Celadon, attributed to the Yuan or early 
Ming period . . . on^ each side of which is a quatrefoil panel with 
raised border enclosing a three-clawed dragon and clouds in low 
relief. . . . Greyish porcelain with jade green celadon glaze irre- 
gularly crackled.”^ 

(3) “ Hsuan Te Bowl, assigned to the Hsuan Te period (a.d. 1426-1435). 
Above, the rings on which are two red five-clawed dragons among 
blue clouds ; and below, a band of crested waves in blue.”® 
According to the T’ao shuo® the jade cups used by the Emperors in 

the solemn sacrificial ritual paid to their ancestors, were, in his opinion, 
copies of the porcelain cups made in the Sung Dynasty, and were 
copied at later periods. 

It will now be of interest to note how the jade carver has utilised 
the dragon motive in his executed works from Early Ming to the present 
day. Laufer illustrates in Plate xlv in his book an excellent example of 
the dragon employed as an adornment at the commencement of this 
period. It is of newt-like form,^ slightly advanced in technique to that of 
the carvers of the Han and Sung period, but — ^when compared with the 
productions of the potters of the Sung Dynasty — nothing more than 
an imperfect copy. 

Passing through this period, and reaching the beginning of the 
1 6th century, we find that a more imposing form of dragon design has 
come into being. Instead of the three-clawed newt form, we find an 
Imperial five-clawed type, a fearsome creation. This type, however, 
did not persist ; for at the close of the dynasty many carvers reverted 
to the earlier symbolical type of monster. Upon the advent of the 
Ch’ing Dynasty the conventionalised dragon was again foremost in the 
minds of the craftsmen, as can be seen in Plates lii and Liii. 

^ 'Bxestsch.n&id.tT, Notices of Mediceval Geography, Chapter: 5- 

2 Gorer and Blacker, Ydi. 11, p. 2^1. 

3 Hobson, Pottery and Porcelain in the David Collection, p. 54, Plate lux. 

> ^ Ibid.^ P. 58, Plate LVii. 

5 Ibid. P. 138, Plate cxxxvii. 

6 Bushdl, Description of Chinese Pottery, p. g6. 

7 Compare Bushell, Oriental Ceramic Art, p. 144. “A Lizard Dragon in Moss Green Jade.^’' 
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The reader wishing to study further this interesting subject may find 

the following quotations and references of value : — 

(1) “ The Dragon, in shape, is probably derived from the crocodile, 
which hides itself in the winter, and appears again in the spring.”^ 

(2) “ The Dragon is the emblem of Spring and the East. In ancient 
descriptions of the heavens, the Eastern quadrant is called the 
‘ Azure Dragon ’ TsHng-lungJ'^ 

(3) “ The Dragon is a deity, symbolic of fertile rain, rain-sending 
clouds, thunder and lightning. As a water-god, he soars in the 
clouds, and pours out his blessings on the parched earth. 

(4) “ The five- clawed dragon is appropriated solely to pictures, em- 
broideries or figures, used by the Imperial Court. A dress with a 
five-clawed dragon worked on it can be used only by one of Royal 
blood. 

(5) “ In Southern China, especially in Canton, typhoons are believed 
to be caused by the passage of a ‘ bob-tail dragon,’ and it is some- 
times averred that this animal is actually seen on such occasions 
passing through the air.”® 

(6) “ The religious mind of China has never made a scientific distinction 
between snake and dragon.”® 

(7) “ One early Chinese observing a cloud, thought that it looked 
like an alligator.”’ 

(8) Birds in connection with dragons symbolize clouds, as we see 
from the Han bas-reliefs on stone. 

(9) Q, ’Elliot The Evolution of the Dragon^ 

[id) Visser ; The Dragon in China and Japan. 

(ii) Eitel, Dragon Worship, Vol. Ill, No. 3, p. 35. 


THE HORSE. 

The horse,® one of the signs of the Zodiac, is also one of the twelve 
cyclic animals of the diviner, and an important Taoistic emblem asso- 
ciated with ancient Chinese Mythology. 

The first mention of the horse in Chinese mythology is that of the 
Dragon Horse {Lung Ma) which appeared to the Emperor Hwang-ti 
(2697-2597 B.G.), it being recorded that, in conjunction with the tortoise, 
this monster appeared from out of the waters of the Yellow River 
(Ts’ai), bearing on its back a scroll inscribed with the Eight Diagrams 
(Pa-kua). This legendary monster, best described as a Dragon Horse, 
is a member of the crocodile family, and has been the cause of several 
wrong interpretations of later legends in which similar monsters 

1 EncydopadmSintca,p. 147. 

2 T>e GxooU The Religious System of China, Yol, l, p. yiy. 

^ Ibid, Yol. Til, p. ttg4., and Encyclopaedia Sinica, p. 

* TOennys, The Folk-lore of China, p, toy. 

Ibid, p. log. . ^ Ibid, p. toy. 

7 Yetts, Chinese Symbolism, p. 22. 

8 Laufer, Chinese Grave-Sculptures of the Han period, p. 29. 

® Section 24 of the Pe« Ti-’flo. The Chinese Materia Medica, published a.d. 1596. 
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A JADE INCENSE BURNER AND COVER 

Decorated with archaic representation of dragons and cloud ; two flourishing dragons form the handles. 
The cover is decorated in pierced cloud design, the knob being formed of a dragon and cloud. 

Colour; Pale Green, splashed Reddish Brown Nephrite. PI. 13.5 c.m. W. 19 c.m. 

K’ang-Hsi Period, .A..D. 1662-1722, 

{Formerly in the Collection of Sir Alfred Jodrell, Bt.) 







A JADE RECUMBENT HORSE 

Colour: Black, splashed Green and Grey White. H. 16.2 c.m. L. 25.5 c.m. 

A.D. 9th century. 

{In the Collection of Oscar Raphael, Esq.) 


Brought to Peking by the Emperor Yung-lo in A.D. 1422. 

Colour : Green. Han Dynasty, 206 b.c.-a.d. 220, H. 15 c.m. W. 40 c.m. 

{In the Collection of Oscar Raphael, Esq.) 


A JADE BUFFALO OR OX 




I’LATE LVI 



Colour : Green. Han Dynasty, 206 B.e.-A,D. 320. H. 18.9 c.m. 

{In the Eumorfopoulos Collection, Victoria and Albert Museum). 






Pope-Hennessy.^ Dr. Laufer, in his book on jade,® illustrates, in a 
drawing, a damaged jade carving of a horse mentioned in the Kuyu fu, 
the colour of which is described as “ like rouge with spots shining like 
peach blossoms, mixed with light green.” It is further recorded that 
this specimen was repaired by one Liu Kia at a later date, with the aid 
of drawings of similar objects made in remote ages. It has been 
suggested by some writers that the earlier drawings used were the work 
of Shih Tao Yen, but this supposition appears to lack documentary 
confirmation. 

At this point it will be instructive to consider the Chinese artist’s 
treatment of horses. An important representation of these animals 
comes at once to mind— a stone stele, made for T’ai Tsung, founder 
of the T’ang D3masty, who intended it to perpetuate the memory of the 
six Mongolian chargers ridden by him prior to his ascendance to the 
throne (618-626).® The great importance of this monument has been 
recognised, not only as a masterpiece of stone sculpture, but also as a 
valuable document of the type of horse used at this period. Each or 
the horses is fully described, its colour and name being given, and also 
the battle in which each was ridden. Even the details of their wounds 
are recorded. We read that one named “ Autumn Dew,” of the 
colour of the red wild goose, was ridden in the year 621 by the Crown 
Prince, when he conquered in battle the defenders of Tung Tu, the 
eastern capital of Honan. It is interesting to observe further that the 

1 For a description of the Horse see Ma CMng (horse classic), published circa a.d. 1620 and 
CAinerc jRepowtorj;, Vol. VII, December 1838, article i, pp. 396-397. 

s Compare Edmunds Chinese and Japanese Art, p. 393. 

3 Compare Dore, VoL V, p. 482, Note 3 “ Chi-Ma.” 

4 Jade, p. 109. P p. 246, 

6 Bushdl, Chinese Art, Vol. I, p. 33, Plate 18. 
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type of horse portrayed at this period is practically identical with the 
thick set Mongolian type used in China to-day. The bridle and 
saddling also appear the same. The horse was a favourite subject with 
the jade carver during the T’ang and Sung Dynasties (see Plate lvii). 

A black jade horse, one of the finest in the possession of any 
European, is in Mr. Oscar Raphael’s collection. It is probably of the 
Sung period and is said to have been taken to Peking by Yung Lo in 
1420, where it was perhaps used in the ritual devoted to the annual 
worship of spirits of the departed see Plate LV. 

During the Ming period several fine white Jade statuettes and 
carvings of the Horses of Mu Wang, also group carvings of horses with 
riders were carved in jade, of which perhaps some of the most impressive 
are the statuettes of the God of War {Kuan-ti). (See Plate CXLII, which 
portrays a soapstone carving of this type.) 

Contrary to what might be expected, the horse was no longer in 
favour with the carver by the beginning of the Ch’ing Dynasty, and it 
is not until the Ch’ien Lung period that a renewed epoch of horse 
representation begins. These carvings, however, lack the movement of 
the earlier pieces. 

The Sea Horse, which appears in a decoration known as Hai ma 
p^u t^ao — “ Sea Horse and Grapes ” — does not seem to have been used 
by the jade carver of early periods, although introduced into China 
following the visits of the Emperor Wu Ti’s envoys to Central Asia in 
the 2nd century b.c. An example of this Grseco-Bactrian type of 
decoration may be seen on a Bronze Mirror of the Han Dynasty, in the 
Victoria and Albert Museum, 

THE ox ( niu ). 

The Spring-Ox {Ch'un-niu)^ according to the Record of Rites, was 
in early times sacrificed at the commencement of spring, in a ritual 
consecrated to the god of Agriculture. ^ A monument in bronze was 
erected during the reign of K’ang hsi^ and, on account of the vicinity 
in which it was placed (at the outlet of the Hung-tseh lake), it would 
appear that at this time the Ox was still considered to be a river god.® 
We are told that in the Chou period there was a group of state officials, 
“ whose duty was to breed special coloured strains of oxen for sacrificial 
purposes,” and that one of these animals was offered in sacrifice to the 
Mountain and River Gods.^ 

From the earliest times the Ox has been a sign of the Zodiac. 
The reference by Chavannes,® to a white horse® being thrown by the 

1 The ceremony of beating the Ox on the first day of Spring (3rd or 4th February) to hasten 
the departure of the cold weather, referred to in Frazer’s Golden Bough, 2nd edition, Vol. II, p. 277, 
etc., dates back to at least as early as the Tsin dynasty and is probably a modification of the sacrifice 
referred to in the Book of Rites. 

® A.D.: i 662 -i 733 - ■ 

3 Tioxi, Chinese Superstitions, "Vo\. V, p. 

^ Early Chinese Jade, 106. 

3 Se-ma Ts’ien, Nol. HI, p. 533. 

_ Laufer, describing this ritual, refers on p, 156, Jade, to “ A white horse with a Jade ring ” 
being thrown into the River as a sacrifice to the River God. Pope-Hennessy in Early Chinese Jades, 
P- 33 , refers to “ a white stallion and a jade Pf ” being thrown into the river when recording the 
same episode. 
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AN EARLY JADE RECUMBENT HORSE 

Colour : Brown, splashed Orange and Green. Sung Dynasty, .‘V.d. 960-1279. L. 7.2 c.m. 

{In the Collection of Major-General Sir Neill Malcolm, K.C.B., D.S.O.) 





AN EARLY JADE RECUMBENT HORSE 

Colour : Brown and Green. T’ang Dynasty, .A..D. 618-906. H. 2.5 c.m. W. 5.6 c.m. 

{In the Collection of F. Schiller, Esq.) 
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A JADE DRAGON-HEADED HORSE (LUNG-MA) 

Represented with the Book of Knowledge. 

CoLOtJR : Pale Grey Green. Early K’ang-Hsi Period, a.d. 1662-1722. L. 18.6 c.m. 

{In the Collection of Oscar Raphael, Esq.) 



Mid Ming Period, area A.D. 1500. 

{In the Collection of Major-General Sir Neill Malcolm, K.C.B., D.S.O.) 


PLATE LIX 








A JADE CARVING OF A GROTESQUE MYTHICAL MONSTER (Fl-SIEU) AND MONKEY 
Pnsbably a rendering of the Tiger and Monkey togetlier. 

Colour : Grey Green, streaked Brown and Black markings. Southern Sung Dyna.sty, a.d. 1127-1279. : 


PLATE LX 



A WINGED CHIMAERA IN NEPHRITE 

Colour : Pale Green and Iron Brown speckled. H. 5.8 c.m. L. 9.0 c.m. 

Liang Dynasty, a.d. 50^-556. 

{In the. Collection of A. W, Bahr, Esq.) 



A JADE REPRESENTATION OF A PI HSIEH (FABULOUS ANIMAL) 

Possibly a rendering in /archaic form of the flying lion {Fei-shih). The Imperial seal mark of the 
Emperor Ch ien- Lung is cut on the chest. 

Colour; Green, speckled Brown and Orange. H. 9.6 c.m. L. 13 c.m. 

T’ang Dynasty, A.D. 618-907. 

{The property of the Chinese Government i) 





Emperor into the Yellow River in the year 109 B.C., in an effort to 
appease the River God, applies more probably to the ox for, undoubtedly 
the ox was at this time considered the guardian of the River, and 
obviously a fitting subject for sacrifice, whereas the horse was com- 
paratively a newcomer, and was, incidentally, first produced in jade 
only at this period. I suggest, therefore, that we may safely assert 
that in such an important ritual, it was unlikely that the horse should 
have supplanted the ox ; though possibly the early recorders of this 
legend may refer to the Dragon Horse which, according to mythology, 
appeared to Fu shi, having risen out of the lYllow River, bearing the 
plan from which this mythical emperor evolved the diagrams ; but 
this theory is less acceptable than that of the ox. 

An excellent example of the Dragon Horse of the Chou Dynasty, 
from the Bahr Collection, is shown in Plate liv. 

Several fine jade representations of the Ox head, of the Chou 
period, are illustrated^ in Archaic CJimese Jades in the Bahr Collection ^ by 
Laufer, who believes their inspiration to be derived from the decor- 
ations of the sacrosanct bronze vessels. (See Plate Lxxvm.) 

These ox-head ornaments, designed alike for the living and the dead> 
were followed, during the Han and succeeding dynasties, by both small 
and large carved images of the same animal. 

In the Raphael Collection there is a massive image of this animal, 
which is accredited to the Han period, and is the fourth largest jade 
carving in Europe. Until 1900 it was in a corridor in the Palace of 
Peking .2 (See Plate lv.) 

As previously mentioned, the carvers of the T’ang Dynasty excelled 
in their portrayal of living movement. The carving of a reclining 
buffalo or ox (Plate xxvi) in the Collection of Mr. A. W. Bahr, 
vividly displays this animation. Comparison of this carving with the 
reclining ox (Plate lv) effectively portrays the developrnent, between 
the Han and the T’ang periods, of this particular style of carving. 

During the Ming Dynasty, the style of portraying the ox was still 
individual. Many large carvings depicting it, ridden by a boy, or 
forming part of a group, are undoubtedly not earlier than the Cli’ing 
dynasty, and are probably the work of Ch’ieh Lung craftsmen. Several 
jade statuettes of the Ox, which are ascribed to even later periods than 
this, being carved in a nephrite which was not found during this 
epoch, must be misdated, having obyidusly come from the Ming 
Dynasty. , . 

A diligent study of the different varieties of jade used during the 
various periods will be found of great assistance to collectors in correctly 
determining the dates of their possessions. Special varieties peculiar 
to certain districts are known to have been in use at certain periods, 
while in some districts the mines became extinct, so that no further 
supply of identically the same stone was thereafter procurable. 

1 'Plate XXL ■ ■ 

2 Pope-Hennessy, p. 107. 
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THE TIGER. 


The tiger, esteemed by the Chinese as the greatest of four-footed 
beasts and lord of all wild animals, is said by them to live to the age of 
a thousand years. 



The use of the tiger as a sub- 
ject for portrayal by the jade 
carver extends as far back as the 
Shang Yin Dynasty. An excel- 
lent example of the craft of this 
period is seen in Plate lxxviii, 
which represents the tiger in a 
grey green jade. According to 
De GrooT its introduction was 
due to “ the murderous charac- 
ter of that most ferocious of 
Asiatic brutes.” Dame Una 
Pope-Hennessy says, “It is 
almost possible to say on look- 
ing at this early and amazing 
design (see Fig. 47) that it determined the whole course of Chinese 
Art.” 


In tint Chou Li y the commentator Cheng, when explaining the 
functions of the Master of Religious Ceremonies, informs us that, 
“ With the white tablet of jade in the shape of a tiger (hu), he renders 
homage to the i*egion of the West,”^ also, that the Tiger jade was 
buried with the corpse facing west. L. de Saussure® suggests that the 
tiger was the symbol of Orion and, finally, it is one of the signs of the 
zodiac. 

The first carvings in jade to represent the tiger would appear to be 

the tablets used in the Worship of the 
West which may possibly have taken 
a similar form to the specimen shown 
in Plate lxix, and later have been 
used in the decoration of ritual tablets 
similar to that shown in Fig. 48, 
illustrated by Wu Ta Ch’eng and 
described as of white jade. It is 
further suggested that the Tao f ieh 
mask on the earliest bronzes may 
represent the tiger.® 

During the Sung and Ming periods 

1 T>e. Gxootf The Religious System of China, Yo\. '\fl,'p. gsS' 

2 Compare Biot, Vol. I, pp, 434-435. 

3 T’oung Pao, 1909, p. 264. 

^ Compare China Review, Vol. XXV, p. 179, and Dor(^, Chinese Superstitions, Vol. Ill, p. 307, 
Note 3. 

^ Pope-Hennessy, Jade, p. 49. 
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PLATE LXII 



AN EARLY NEPHRITE CH'I-LIN 

Colour : Grey Green, Bl ick and Russet Brown. Sunjt Dynasty, a.d. 960-1279. L. 16.4 c.m. 

(In the Collection of II. P. Clausen, Esq., U.S.A.) 



tiger statuettes were made in fine white jade and worn on the body to 
prevent illness and keep a%vay demons ; also nephrite carvings of 
H’suen-t’an p’u-san (the Taoist God of Wealth), Chang Tao-liiig 
and Kiang Tze-Ya, riding on tigers, were produced ; and by the 
commencement of the Ch’ing Dynasty, group carvings embodying 
this animal were being made. 


THE CH’I-LIN. 

The Ch'i-lin, a monster comprising the male (ch'i) and the female 
(lin), employed as an emblem to signify perfect good and happy married 
bliss, is said to have attained the age of ten" thousand years. It is 
described as the noblest form of animal creation,^ and is said to have 
trod so lightly as to leave no footprints, and so carefully as to crush no 
living thing. The ChH-lin must not be confused with the Buddhist lion 
or Dog oiFo, for it is really quite distinct and unrelated, and belongs to 
the Unicorn type. The CKi-lin^ like other Chinese subjects for carving 
descended from remote antiquity, and like the Dragon and the Feng 
Hiiang, is mentioned in the early writings as having first appeared during 
the reign of Huang-ti (2697-2597 b.c.). It is also referred to in the 
Life of Confucius. R. L. Hobson described it- as follows : “ In form 
he is composite, with the body of a deer, slender legs and divided hoofs, 
the head of a dragon, a curled and bushy tail and flame-like attributes on 
his shoulders.” De Groot informs us that a ChH-lin was “ discovered 
in the alley leading to Hung-wu’s tomb at Nanking ; and like the unicorn 
had a scaled dorsal back and a pair of straight horns bent backwards.”^ 

The earliest recorded carving of the ChH-lin {PH-siehy dates from 
the Shang-Yin Dynasty (1766-1122 b.c.), and was found, according to 
the Ku yii fu p'u, in the grave of T’ai-k’ang (2188-2160 B.c.). For 
excellence, as an individual archaic jade carving of large size, this 
example gives precedence to the ChH-lin over the Dragon (see Fig. 49). 

Laufer records, as 
being in his collection, 
a “ rare and excep- 
tional” specimen, 
weighing 4J pounds, 
which he attributes to 
the Han period. An- 
other example of the 
Ch’i-lin^ attributed to 
the T’ang period, is 
preserved in the Fig. 49 

Museum of East Asi- 
atic Art, Cologne.® The specimens referred to are depicted with one 



1 Bushell, Oriental Ceramic Art, p. 594. 

2 The Wares of the Ming Dynasty, pp. island 13 Z. 

3 The Pah Ya says : “ It has the body of a horse, a tail like an ox, and one horn.” Compare De 

Groot, Religious System of China, Yol. 11 , p.822. ^ ~ f, ' , 

i De Groot, Religious System of China, Vol. Ill, pp. ii43 et seq. md Laufer, Jade, pp. ahS 


and 331. . , V, T T T- 

® Illustrated in Pope-Hennessy, Archaic fades, Plate LI, Fig. i. 
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horn, and it is significant that the few archaic carvings of this beast 
which now remain, are portrayed in similar style. There are, however, 
specimens of the potter’s and metal-worker’s arts, which portray the 
Unicorn or Ch'‘i-lin with two horns. 

T’ang carvings in jade of the ChH-lin are very rare, and the motive 
does not appear to have been used by the carvers of this epoch as a form 
of decoration. It again appears, however, during the late i6th century, 
when small white nephrite carvings began to be made, possibly to serve 
as emblems of good wishes ; but examples of these are also extremely 
rare. 

During the early part of the Ch’ing Dynasty the ChH-lin became 
more popular for jade carving and we find representations of it in many 
of the cruder types of nephrite, usually copied from earlier models, but 
of a more formal shape and roughly finished. 

During the Ch’ien Lung period the jade artist excelled in his 
characterisation of the ChH-lin, an excellent example being illustrated 
by Gorer & Blacker,^ who draw our attention to the fact that the design 
used by the carver has been copied from the Imperial catalogue of the 
Po kii. It has the form of an ancient bronze, and was obviously made 
for use in the Chinese sacrificial rites ; perhaps as a wine vessel. 

It is worthy of note that by the beginning of the 19th century the 
jade carver had again almost abandoned this mythical form, and few 
outstanding examples have been made in recent times. 

THE LION {SHI TZE) OR DOG OF FO. 

The Lion was first introduced into China from India, following the 
introduction of Buddhism, and has no connection whatever with the 
ChH-lin, sea-horse, sea-monster (hai shou) or dragon {Lung). It is not 
represented in jade carvings earlier than the Han Dynasty. 

The Lion was held to be the defender of the Law and the Guardian 
of Sacred buildings. ^ Most Buddhist temples in China have two 
lions, carved in stone, set as guards at the entrance. These guardian 
images are referred to by Dennys® as . mere charms.” 

According to the Buddhist tradition, the Buddha was born ten 
times as a lion, six as an elephant, once as a hare, but never as a 
woman, an insect or a preta. 

The conventionalised form, which resembles the familiar Pekinese, 
is known as the Lion dog {shih tzu kou), and it is this beast, represented 
playing with a brocaded ball— the symbol or jewel of the law— that is 
usually the Temple Guardian. Another type is the winged, or flying 
lion (fei-shih), and, lastly, the archaic representation {ts^ang) which 
means venerable, or hoary. 

The Winged Lion, of which twelve magnificent examples in stone 

1 Cfe'jieje Efczrii <S'io«es, VoI. II, Plate 231. 

2 “ The Lion symbolises boldness, bravery and a fresh, eager and advancing spirit.” Edkins, 
Chinese Buddhism, p. 385. 

3 Folklore oj China, p. .^8. 


78 





A TRANSLUCENT JADE VASE AND COVER 
Depicting the lion portrayed in bold relief carving. 

Colour : White. Ch’ien Lung Period, a.d. 1736-1795. H. 24.4 c.m. W. 14 c.m. 

{Formerly in the Collection of Commander R, E. Gore, R.N.) 




A TRANSLUCENT JADE INCENSE BURNER IN THE FORM OF A DOG OF FO 
Colour : Apple and Emerald Grem, splashed Orange and Brown. H. 24.4 c.m. W. 20.8 c.m. 

Ch’ien Lung Period, A.D. 1736-1795 

{In the Collection of Sir Bernard Eckstein, Bart.) 






A TRANSLUCENT NEPHRITE CARVING OF A BEARDED DOG OF FO 
Supporting vase and cover joined by an endless chain, the whole being carved from 
one piece of stone. 

Colours : Translucent Apple and Emerald Green with Yellow markings. 

Imperial Ch’ien Lung, circa a.d. 1760. H. 15.6 c.m. 

{hi the Collection of Frank H. Fulford, Esq.) 




ONE OF A PAIR OF TRANSLUCENT JADE CARVINGS IN THE FORM 

OF ALTAR VASES 

Representing bearded Dogs of Fo, saddled and supporting a vase, the four loose 
handles of which hang from bird heads. 

Colour : Sea Green. Ch’ien Lung Period, a.d. 1736-1795. H. 30 c.m. W. 15.5 c.m. 

{In the Collection of Sir Bernard Eckstein, Bart.) 






AN EARLY JADE HARE 

Colour: Brown Green, speckled \¥hite. H. 3.1 c.m. L. s.S c.ni. 

Period of the AYarring States, 481-221 b.c. 

(In the Collectioji of Oscar Raphael i Esq. 


AN EARIA' JADE CROUCMING STAG 
Colour : Grey White, splashed Blue Green. 

I eiiod the W arring States, 481-221 h.o. 

(In the Onllefttoii of .\ 1 . ( 'almmm, Parisl] 


AN EARLY JADE CARVING OF TIGER FORM 
Phis form may possibly be an early representation of the Unicorn iCh'i-lhi). 
Colour : Dull Grey Green. Chou Dynasty, 722-481 b.c. L. 13.9 c.ir 

(In the C ollection of Mrs. Christian R. Holmes, Neiv York. 




PLA'rE LXX 



A JADE ELEPHANT 

Colour : Grey, speckled Black pd Green. H. 14.5 c.m. L. 22 c.m. 

Ch’ien Lung Period, a.d. 1736-1795. 

{In the Collection of Oscar Raphael, Esq.) 



A RECUMBENT JADE ELEPHANT 
Colour : Green and Brown. Early Ming Period, circa a.d. 1450. 


.w. 43 C.m* 
(In the Collection of Oscar Raphael, Esq.) 



guard the Liang tombs, dates from the 6th century a.d. From these 
examples the jade carvings of similar type probably owe their conception. 
(See Plate lx.) 

The Lion in the form of the ts'angy or Chimera, is sometimes con- 
fused with the ChH-lin as they apparently owe their conception to the 
Unicorn. An excellent jade example of the Chimera is shown in Plate 
LX. Another example, illustrated by Laufer,^ may be considered one 
of the finest examples of unconscious transition in Chinese art. The 
author describes it as “ an independent w'ork of plastic art . . . the head 
and long beard not unlike a dragon head. . . He is, further, of the 
opinion that this monster is to be associated with the P'i-hsiehy which, in 
its turn, had taken its conception from the Unicorn (Ch'i-lm) of the 
earliest Chinese m3^thology. According to Williams’ Dictionary of the 
Chinese Language : — 

Chi. .the male of the Chinese unicorn. 

“ Lin. .(from deer and ignis fatuus, because it appears flittingly) the 
female of the unicorn, which is represented with a scaly body.” 
Here, maybe, is the explanation of a very common error : that of 
confounding the Buddhist Lion with the CKi~lm. During the Han 
Dynasty the carver had two similar subjects for portrayal — the Unicorn 
of his forefathers, and the Lion of Buddha, recently brought to his 
country from India. Here, then, is but a recurrence of the phenomenon 
of the portrayal of Kuan Yin ; further confusion being caused to the 
uninitiated by the representation of the Lion in pairs. 

Jade carvings of the PH-hsiehy recorded in the Ku yu fu, became 
increasingly less common during the Han and Six Dynasties until, by 
the T’ang period, the Buddhist Lion had become the predominating 
type for representation. During the Ming period, the carver gives his 
attention to the Lion Dog {shih tzu kou)y which is a developed conception 
of the Lion {shi tze)y and the craftsmen of the Ch’ing Dynasty, especially 
those of the Ch’ien Lung period, produced copies of the Chimera and 
of a flamboyant type of Lion. 

An excellent example of the Lion as the mount of the Gods, is 
preserved in the AzVazyeL Museum of Antiques, where the Goddess 
Kuan-Yin is represented sitting sideways on the lion, with left leg 
pendent. The head of the animal is turned upwards towards the 
Goddess. The whole work strongly suggesting Indian influence. 

THE DEER OR STAG. 

The Deer or Stag {Luh)y though not holding a place of honour in the 
Zodiacal cireie, is nevertheless prominent in the thoughts of the Chinese . 
Its name, a popular symbol meaning “ Longevity ” and “ Incorne,” 
was probably suggested by the great length of life that tradition has 
ascribed to this animal. The Stag is considered to live a thousand 
years ; at that age its coat becomes grey ; after a further five hundred 
years, snow white ; and with an additional five hundred years its horns 

1 yadfe, Plate XLIIL 

T9 , 
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turn back, denoting that it has attained immortality^ We find 
mention of the stag legends in writings prior to the 4th century. Ko 
Hung records that The pure white stag, having reached immortality, 
had the power of self-transformation.” Another tradition is recorded 
by Miss Ball : “ In the time of the Emperor Huang Ti (2697 b.c.) a 
thousand Barbarians rode on stags when visiting the Emperor to pay 
their yearly tribute.”^ 

The jade carver has represented the Deer and Stag since the Chou 
Dynasty, examples of which are shown in Plates lxix and lxxv. 
An exceptional specimen of the Ming Dynasty is illustrated in Plate 

LXVIII. 


THE ELEPHANT. 

The Elephant® and Lion have from time immemorial been asso- 
ciated in the Arts, possibly on account of the natural enmity which has 
always existed between them. In the Sung-shu we are told that 
general Tsung Chiieh, when attacking barbarians who were using 
elephants for transport, in the country of Ling Yi, ordered his army to 
cover their horses in lion skins ; this strategical manmuvre proved 
successful, and avoided bloodshed, for as soon as the elephants per- 
ceived the counterfeit lions, they turned and fled, throwing the hostile 
army into disorder, and making it an easy prey for Tsung Chiieh’s men.^ 
It would seem that the elephant was known both to prehistoric 
China and India, for we find it used as a motive in the archaic Bronze 
works of both nations.® Fig. 50 (reproduced from the K^ao ku 



Fig. so 


ch. 8, p. 2) and described therein as a “ tiger Jade ” huy is believed by 
Laufer to represent an animal of the tapir family ; there is no doubt 
that he is correct in this assumption, as the carving certainly possesses 
strong tapiroid characteristics, but the proboscis-like trunk is also 
similar to that of the elephant, and it may be reasonable to assume that 
it is in reality a Chou jade representation of the elephant, conven- 

1 De Groot : Tfte jRe%ious Sysfew o/Cfe'nia;, Vol. IV, p. 198. 
a Compare Ball, Decorative Motives of Oriental Art, p. 1x2. 

s “ The Elephant indicates a weighty dignity, care, caution and gentleness. ” Edkins : Chinese 
Buddhism, p. 385. Waddell : The Buddhism of Tibet, p, 358. Hackmann : Buddhism as a Religion 

p.'2II. 

4 Comp&v&B&W Decorative Motives of Oriental Art, p, %2. 
s Chinese Exhibition Catalogue, London, No. 165. 
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tionalj^ed by an attempt to embody the mythological form of the iinicorn. 
The bronze sonorous instrument shown in Fig. 43, p. 69, is quite 
possibly its counterpart. An exceptional specimen of Jade in the form 
of an elephant head reputed to be of the Shang-Yin Dynastv is illustrated 
in Plate lxxi. 

During the Han Dynasty Judging from extant bronzes, 1 an advanced 
type of elephant imagery was in being. There are very few jade 
carvings of this huge quadruped which date earlier than this period,- 
in fact, it is not until the Ming Dynasty that we find large representations 
of it in this stone. Mr. Oscar Raphael has in his Collection a good 
specimen of this period : it is carved in a green and brown nephrite ; 
its size being 19 c.m. high by 43 c.m. long. (See Plate lxx). 

During the Ch’ing Dynasty the elephant became a popular subject 
for portrayal. It is usually represented harnessed with costly trappings, 
in Indian style, and carries on its back one or other of the following 
objects : a shrine, an incense burner, the flaming pearl, a flower vase, 
or a receptacle for holding collections of Buddhist and Taoist emble- 
matic objects. Many excellent carvings of this period are in private 
collections, and l am privileged to record the presence of an exceptional 
pair of such carvings in the private Collection of Her Majesty Queen 
Mary. These specimens are obviously the woi'k of the Imperial work- 
shops of the Chfien Lung period. 

An excellent example of the craft under Indian influence is also 
to be found in the Sicawei Museum of Antiques where is represented 
an elephant carrying the Goddess Kuan Yin. 

THE BEAR. 

In China the Bear is known as Hsmg. It is found represented on 
the stone slabs of ancient tombs, where it appears in mythological 
hunting scenes usually associated with the emperor. Several excellent 
bear forms are to be found in the glyptic art of the Chou, Han and T’ang 
Dynasties.3 Although it is said by some writers that the bear never 
played an important part in the life and thought of the early Chinese, 
this statement is not supported by evidence. Indeed, among the 
existing legends there are several about the bear. 

It is recorded, for instance, that one of the early Chou Emperors 
dreamed that a bear entered his room through the window and seating 
himself on a chair by his bed, foretold truthfully several important 
affairs of State, We also know that the bear was well represented in 
the jade carver’s craft during the early Chou Dynasty. An example 
of this work is in the Collection of M. Calraann of Baris, (See 
Plate ■■ lxxi); f 

A girdle ornament in the form of a bear in jade of the Han Dynasty is 
in the Collection of Mr. Chang Nai-chi.'* It would seem certain, however, 

U. Chinese Exhibition Catalogue, ILondon, 'No. S 5 S- 

2 In the David Weill Collection is a green Jade Elephant which was exhibited at the Cernuschi 
Museum in April 1927 and assigned to the Chou Dynasty. 

3 Decorative Motives of Oriental Art : Ball, p. 146. 

* Chinese Exhibition Catalogue, London, No. 284. 



that the bear-form was not in favour with the jade carvers of later 
periods, for few carvings of bears from the T’ang, Sung, Ming and early 
Ch’ing Dynasties are to be found in European collections. Notwith- 
standing, it is recorded that the bear-dog has been considered a potent 
charm throughout the ages, and it is believed to keep away thieves.^ 
It is possible that future archeological research may bring to light further 
representations of this animal in jade. In the meantime Collectors who 
possess such specimens have every reason to be proud of what are 
undoubtedly rare examples. 

THE GOAT AND THE RAM. 

The Ram, one of the Zodiacal animals, is symbolical of the 
anchorite. It occurs in jade statuette characterisations since the Han 
Dynasty, Several fine carvings of this type, usually of bold and pleasing 
design, have come through to us from the Sung period onwards. 
During the Ming and Chhng Dynasties it was one of the subjects much 
favoured by the carver, who depicted it either separately or in group- 
formation. 

The Goat, one of the five sacrificial animals, ^ is mentioned in several 
mythological stories, notably those connected with Su Wu, Ko Yu and 
Hwang Ch’i-p’ing, The latter personage is reputed to have lived in 
the 4th century a.d., and in landscape carvings in jade he is often de- 
picted in the gardens of Hsi Wang Mu, where he is seen transforming 
herds of goats into stone.® In pre-Ming carvings it is not uncommon 
to find the Goat and Ram depicted in an involved type of representation, 
suggesting an attempt on the part of the carver to portray the sacred 
wild sheep which has a deer-like body® and a Ram-like head with long 
spiral horns. An excellent carving in White Jade of the Celestial Goats 
is illustrated in Plate lxxii. A figure of the Ram, of the Ming 
Dynasty, in White Jade, with black markings, is shown in Plate 

LXXIII. 


the badger. 

The Badger® is another animal considered by the Chinese to possess 
the mystic power of transformation. Its place in Chinese mythology 
seems difficult to locate, but it would appear that the reference by 
de GrooT to the Gat- demon is in fact an allusion to the badger. The 

tyov^, Chinese Superstitions, ^og. 

2 Which are tEe Ox, Goat, Pig, Dog and Fowls. 

2 Compare Edmunds, Chinese and Japanese Art, p, 133. 

4 Li Ki, Book XX, Tsi-fah (Law of Sacrifice), para. 3, where mention is made that in the 
Chou Dynasty : “ A sheep or pig were sacrificed to the sun at the altar called the ‘ Royal Palace,’ 
and in the pit called the ‘ Light of the Night,’ they were sacrificed to the Moon.” Mai shao-lao, 
niang-kung tsijeh yeh ", yeh-mins tsi yueh yeh, 

m 'jf i g ^ H * m ^ B 

2 CoTapare WiUi&ms, Outlines of Chinese Symbolism, p: 252. 

.. ” wild cat.” Mao, or in poetry Nu Mu, “ Hand Maiden ” or Mao~tse. See 

Williams, Dictionary of the Chinese Language. 

? Religious System of China, Vol. V, p, 610 (Cat-spectre in the service of sorcerers). 
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AN EARLY JADE ELEPHANT HEAD FIXIAL 
Colour: Green. Shang- Yin Dynasty, 1766- r 12a h.c. L. 4.5 c.m. 

{In the Collection of Cho7ig Nai-Chi, Esq , Shanghai.) 



Colour : Grey Green. 


A SITTING JADE BEAR 
Early Chou Dynasty, 1123-722 i^.c. 

(In the Collection of M. 


: FI. 4.5 c.m. 
Calmann, Paris.) 


PLATE LXXII 



Depicting the Yin and Yang Symbol in scroll cloud formation. 

Colour : Translucent White, splashed Brown and Orange markings. Ch’ien Lung Period, a.d. 1736-1795. H. 9.8 c.m. W. 20.6 c.m. 

{Formerly the property of T. E. Evans, Esq . ) 


PLATE LXXIII 



^rivate Callection, U.S..4.} 


PLATE LXXIV 






reference in the Elucidation o f Historic Annals to a female slave belonging 
to Prince T’ao evoking “ Cat-demons ” for nefarious purposes^ during 
the reign of Wen Ti (a.d. 509-605) may also be accepted as another 
reference to the badger. 

A bronze mythical quadruped of the period of the \¥arring States in 
the Collection of Mr. H. J. Oppenheim appears to possess characteristics 
of the Badger^ whilst a Jade carving in the same collection may well be 
a more developed rendering of the same animal. Another example of 
the Sung Dynasty is shown in Plate lxxiii. It seems probable that 
the absence of the badger in jade representations after the Sung period, 
may be accounted for by the cat having taken its place, probably on 
account of the latter animal’s great importance in the silk-worm industry 
of those times. 


THE RAT. 

“ The Rat is known to the Chinese as shii. The ancient Chinese saw 
in this generally despised creature such extraordinary qualities that 
they gave to it the first place in their Zodiac, where it represents the 
beginning of things or the first cause. The intelligence it manifests in 
locating, acquiring and hoarding booty, caused it to be selected as the 
symbol of industry and prosperity, for which reason one particular 
specie known as the Chin CHu, ‘ cash rat,’ is never molested by the 
Chinese, but is allowed to remain in their houses.”^ (See Plate lxxiv). 

THE DOG (KOU-TZU). 

The Dog is one of the twelve animals of the Zodiac, its position, 
according to the diviners, being in opposition to the Cock. In jade, 
the portrayal of the dog seems to have commenced during the Han 
Dynasty, about the same time as that of the horse. Baron Cuvier says 
of the dog “ it is the completest and most useful conquest ever made by 
man since prehistoric times.” The Dog in Chinese Art first appears as 
the impetuous hound of the chase, becoming next the ferocious dog of 
war, and lastly the fearless guardian of the Palace and the Temple. 
A. L. Hetherington,^ referring to the Han hunting dog, divides it into 
two species, the fleet greyhound used for hunting the deer and the 
stockier-built mastiff, and further refers to a powerfully built animal, 
with well developed teeth, which carries its tail curled on its back, 
similar to the Chow of to-day.® Dr. Laufer,® discussing the intro- 
duction of the mastiff into China, suggests that it was brought to that 
country by the ancient Turks, and points out its marked similarity to 
the Pekinese, which he considers was introduced during the T’ang 

1 Compare de Groot, Vol. V, p. 6 i3. 

2 Chinese Exhibition Catalogue, l-'Ondon, No, 136. Compare Plate 974, Animated Nature 
VoL.I, p. 217. 

8 K. M. Ball, Decorative Motives of Oriental Art, p. 164.. 

4 The Early Ceramic Wares of China : A. L. Hetherington, p_. 38, 

8 Dogs of China and Japan in Nature and Art : V. W. F. Collier, Chapter IV, 

® Op. cjh, p. 264. 
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Dynasty. From ancient times the flesh of the dog has been considered 
a delicacy in China, worthy even of the Emperor. Thus we read in the 
Li Ki “ In the first month of Autumn the Son of Heaven is clothed in 
white, he eats- Hemp-seeds and dog’s flesh. 

During the T’ang Dynasty the jade carver produced several excellent 
images of the dog, 2 which are of hound type, but lacking in the quality 
of motion. With the advent of the Sung Dynasty a type was developed 
seemingly influenced by the Lion of Buddhism (see Plate lxxiv), and 
under the Ming Dynasty the dog type of carving has given place alto- 
gether to the Buddhist lion.^ The dog form again appears during the 
Ch’ing Dynasty but is now definitely of the Pekinese type. 

THE BOAR. 

In China, the pig, being so extensively associated with food, made 
no appeal to the gesthetically inclined, and is therefore only found in the 
arts as the attribute of some deity. In the Yiian Hsien T’sa (an ancient 
book) it is related that “ Prince Shen, being exceptionally fond of pork 
and wishing it to be clean and pure, kept his pigs on a velvet carpet, 
gave them the same food he provided for his servants, and had the 
beasts bathed twice a day.” 

Representations of the boar and pig as one of the signs of the Zodiac, 
date back in China to a remote past.'^ 

It is frequently depicted in early jades. The bodies of the dead 
were supposed to be supplied with jade pigs under the arm-pits (see 
Plate xxi). Another interesting specimen is shown in a drawing in the 
Kii yii fu p^u of a jade implement to loosen knots.® 

The Boar is also one of the twelve cyclic animals used for divining 
purposes and is considered by the fortune teller to be mutually opposed 
to the Monkey. In the Historical Annals {Shoo KingY we read that 
Hwanwang (719-696 B.c.) ordered every family to rear two sow-pigs 
and five hens,^ and also that Chao-kien-tze delighted to eat pork pro- 
cured for him by Tze-lu® after his expulsion from the Feudal States of 
Ch’en and Ts’ai. 

During the Sung Dynasty a number of small white jadeite Charms 
in the form of the pig were made, but during the Ming Dynasty this 
novelty seems to have been discontinued. During the Ch’ing Dynasty, 
however, several excellent carvings of the pig or boar appeared in 
various coloured nephrites and jadeites. 

1 Li Ki ox Record of Rites, Book IV. Yueh-Ling (The proceedings of government in the 
different months). Legge’s translation, Vol. I, p. 284. 

2 Chinesische Kunst, 1929, No. 231. 

3 Compare Legge, Xi Ki, Book XLIV, p. 443, Note 

^ K. M. Ball, Decorative Motives of Oriental Art, ft. 125; Laufer, pp. 203 and 164; Legge, 
VoL I, p. 77. 

5 Kuyii t’up'u, Chsp. s 6 . 

® Compare Xe/Mtaffon o/Xa/je XoctrzKfi, Father Hwang, Vol. II, p. 65. 

7 Vol. I, p. 131, note 3 - Vol. IV, p. 329, note 3. 

8 Giles, Chinese Biographical Dictionary, p. 208, also compare Confucian Analects, Lun-vu 
BookX, Chap. 8. 
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A JADE STAG 

Colour : Dull Green. H. 5.6 c.m. W. 5.8 c.m. 
Period of the Warring States, 481-221 B.c. 

(Jw the Collection of H. J. Oppenheim, Esq.) 


A JADE 

DOUBLE-TAILED CAT 
Colour : Russet Brown with 
Grey and Black shadings. 
Han Dyna.sty, 206 B.c.- 

220 A.D. H. 6.7 C.m. 

(In the Collection 0/ IF. G. 

W'rigley, Esq.) 


Colour : Dull Grey Green. 


Early Ming, circa A.D. 1400. H. 3 c.m. W. 9.4 c.m. 

{In the Eumorfopoulos Collection, British Museum.) 


PLAIT l.XXV 


A JADE CORMORANT 

Colour : Grey. Period of the Spring and Autumn Annals, 722-481 n.c. H.^ 4.4 c.m. 

W. 6.5 c.m. 

(In the Eumorfopoulos Collection, British Museum.) 





PLATE LXXVI 



A JADE SPILL VASE 

Carved in bold relief with cat and FSng Huang. 

Colour: Green and White. Chia-ch’ing Period, a.d. 1796-1831. H. 18.5 c.m. 

{Formerly in the Collection of Commander R. E. Gore, R.N.) 


THE CAT. 


We find the Cat^ in the earliest records of Chinese mythology. 
The Book of Rites tells us that Li Shoii- was worshipped by the pre- 
historic farmers of China. The Emperor, Hsi Hwang-ti, when 
offering sacrifices to the Pa Shen,^ included the cat under the Yin or 
female principle.** 

The cat, like several other animals, is in Chinese mythology con- 
sidered to possess the power of transformation. It usually takes a 
human form." The following legend demonstrates this belief. The 
first wife of the Emperor T’ai Tsung (a.d. 763-780) met her death at 
the hands of a lady named Wu, who became later the Empress Wu, 
second wife of the Emperor T'ai Tsung. Whilst on her death bed the 
dying Empress, confronted by Wu, vow'ed revenge on her murderess. 
“ I will,” said she, “ return in the form of a cat, and turning you into a 
rat, you shall die at my will.” This so frightened Wu, that she ordered 
that all cats in the vicinity of the palace should be killed, and, further, 
that from that time forward no cat was to be allow^ed within the palace 
or in its precincts.® The Chinese regarded an image of a cat as 
possessed of spiritual power akin to that of the Unicorn.’ This myth 
gained in importance when the cat became the recognised guardian of 
Silkworms (Ts^ati-mao).^ The first appearance of the cat in Chinese 
Art, would seem to be in the paintings of the T’ang Dynasty wdiich 
were inspired in the following manner : 

Whilst the Emperor Ming Huang was walking in the gardens of 
his palace a cat jumped from some peony-bushes and, pursuing a 
butterfly, crossed his path. This so impressed the Emperor that he 
set himself the task of recording the incident in poetry. It is believed 
that this poem was later the inspiration of the painters.® 

The first jade carvings of cats appear during the Ming Dynasty, in 
the form of small charm-carvings of white and multi-coloured jadeite. 
During the Ch’ing Dynasty many excellently carved cat-symbols w'ere 
produced. Plate lxxvi shows a cat chasing a butterfly, and is a 
masterly production, revealing the carver’s clever usage of the natural 
colour characteristics of the stone, an outstanding feature of the jade 
artists’ skill under the Ch’ing Dynasty. 


THE FOX. 

In China the Fox has, of all animals, the worst reputation.*® This 
is, perhaps, on account of its mischievous character and inherent 

1 Mao or in poetry Nu Mu “ Hand Maiden.” 

‘.i A cat divinity. 

■'* “ Eight Spirits.” 

* Chinese and Japanese Art : W. H. Edmunds, p. 302. 

3 De Groot, The Religious System of China, Vol. V, p. 612. 

8 Compare Ball : Decorative Motives of Oriental Art, p, 152. 

7 Chinese Superstitions, Vol. Y, p. Cjfi. 

H Ibid, Vol. V, p. 710. 

" Ball, Decorative Motives of Oriental Art, p. 154. 

De Groot, The Religious System of China, Vol. V, p. 596. 
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cunning. 1 It is accredited with a power of transformation similar to 
the dragon, its favourite and most baneful metamorphose being to 
take the form of a young and beautiful girP in which shape it is believed 
that it lures its victim to destruction.^ The fox is believed to be ridden 
by ghosts, and to become, when it has attained the age of a thousand 
years, the Celestial Fox that serves in the Halls of the Sun and Moon.^ 
De Groot® tells us that Fox mythology and legends usually represent 
the animal as a malicious being, holding rank with the tiger, wolf and 
other evil demon representations. In fact it is in this manner that the 
Chinese refer to the fox both in thought and tradition. There are 
numerous tales in Chinese folk lore, in all of which the fox is referred 
to as a Fox demon, and reverenced solely by a sense of fear. The 
heavenly patroness of this Fox demon is T’aibshan niang-niang, the 
T’ai shan goddess, who dwells on the summit of one of the sacred 
mountains.® 

The worship of the fox is said to date back to 3200 B.c. Shan-kai 
Ching records that during the reign of Wen (12th century B.c.) a 
Celestial Fox appeared before the emperor, bearing in its mouth a book 
of knowledge. In recording this same story, Keio Pu, a writer of the 
Ch’ing Dynasty, says, “ The Celestial fox came from Ching Chiu — 
‘ Green Mountains ’ — her nine tails are the symbol of her wonderful 
power. She came when the Chou empire was prosperous, bringing 
as a greeting, a book which she carried in her mouth. But after the 
overthrow of the Chou Dynasty and the corruption of the empire, she 
degenerated into a witch and brought no end of trouble for the people.” 

If we accept this record, it helps us to understand why there do not 
appear to be any representations of the fox among early works in jade. 

During the T’ang Dynasty we find several carvings of the fox in 
black and white nephrite, and in the Ming period the animal assumes a 
decorative motive form. The craftsmen of the Chfing Dynasty depict 
the fox both in landscape carvings and composite types, such as “ the 
fox and grapes,” etc. 

THE HARE. 

Records of the Han Dynasty assert that the hare not only derives its 
origin from the vital essence of the moon,"^ being ever subject to its 
influence,® but also inhabits the moon. Subsequent to this, the Taoists 
claimed that a white hare is the servitor of Ch’ang-o— the queen of our 
luminary — and her genii, for whom it compounds the elixir of life. 

The white hare, which has had to live a thousand years to acquire 
its unsullied coat, has, from ancient times, been held divine. Its 
appearance, therefore, has always been regarded as an auspicious omen, 

1 So also in mediaeval European literature : Le Roman du Renart ; Le Renart le contrefait, etc. 
(French); also German, Flemish, and Latin. So also sop, La Fontaine. 

2 Dennys, The Folk Lore of China, -a. 04. 

3 Ibid, p. 96. 

^ Compare Bushell, On’enfaJ p. 595, 

^ De Gxoot, The Religious System of China, Vol. TV, -g. i<)S, 

^ DoTe, Chinese Superstitions, Yol,N, -p. 'joi. 

'’ Comp^Lt&yiaYe^TS, Chinese Readers Manual, Tt. i, p. 724. 

8 Compare Chang Hua in the Po Wu Chih. 
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portending the reign of a beneficent and just ruler. This idea had its 
inception in the tradition that in the golden age of the Chou Dynasty 
white hares gambolled in the streets of the Capital city.^ 

The hare is also one of the animals sacrificed in the temple of the 
Imperial Ancestors. When so used it is known by the name ming shihy 
“ bright eyes,” because it is said that the hare’s eyes, unlike those of any 
other animal, grow larger and brighter with age. The eyes of the hare 
were regarded by the Chinese as significant of the Beginning of events 
and periods, and particularly of pubescence. 

Not all the divine hares are white, for the ancient writings describe 
a red hare which, in company with the phoenix and the unicorn, appears 
as a harbinger of peace and prosperity, and also a black hare of great 
beauty. _ 

Referring to the latter, Chang Ssu Wei writes : “ The black hare is 
more uncommon than the white hare. It comes from the North Pole, 
bringing greetings from the moon goddess and is auspicious of a success- 
ful reign. Now may the magic medicine be pounded with jade pestle 
and the divine nectar be prepared in a crystal cup.” 

The Jade carver has represented the Hare in his works from the 
earliest times. An outstanding example of the period of the Whrring 
States (481-221 B.c.) shown in Plate lxix is in the Collection of Mr. 
Oscar Raphael. 


THE SQUIRREL. 

Known to the Chinese as sung shu, “ pine rat,” the Squirrel is- 
usually represented in conjunction with the vine, a subject which we 
find first in a painting by Ming Yuan Chuang, an artist of the Sung- 
Dynasty. The Chinese say that as the vine is able to creep every- 
where and cover everything in its course, so the squirrel, in its perpetual 
scampering about, can with equal facility cover every available surface 
within the range of its activities.^ 

THE MONKEY. 

The Monkey appears in the art and folklore of most of those oriental, 
countries which are a native home of the Simian species. Its name 
in Chinese is heu, which is said to have been devised from the sound of 
its chattering. 

Concerning the many varieties of the monkey tribe there are 
numerous traditions, all of which invest the creature with superhuman 
and magical powers. It is credited with great longevity and the pow’er 
of transformation and, in accordance with the human custom in the 
Orient, at stated periods it acquires the dignity of a new name. For 
example : in the Pao Pu Tzu it is related that when the hoii is eight 
hundred years old, it becomes 2.n yuan ; then, after five hundred years, 
more, it is known as a chu'ehch'iiehm.d, after an additional one thousand. 

1 'K,'M,B&\\,DecoratweMotivesQfOrientalArt,-p^iS 9 - 

2 K. M. Bull, Hecorafzw Moitjoes, p. 164. 

s Dor<5, Chinese Superstitions, Vol. V, p, 70X. 


years as a ch'ayi chhi, under which name it may continue its life another 
three thousand years, when it assumes the form of an old man. 

The worship of the monkey has prevailed in China since the T’ang 
Dynasty when it was deified in return for services which a particular 
ape — Sun Wu K’ung — rendered to the Buddhist priest, Yuan Chuang, 
during his quest in India for the Sacred Scriptures. The Emperor 
conferred upon this animal the title of “ The Great Sage Equal to 
Heaven.” His birthday, which occurs on the twenty- third day of the 
month of the second Chinese calendar, is celebrated by all classes of 
society, not only in temples erected to his worship, but also at shrines 
placed in walls of buildings at the corners of streets and other places. 

The earliest monkey forms in jade appear to date from the Sung 
Dynasty, when they were usually associated with the pig, probably on 
account of the mutual occult opposition supposed to exist between 
these two animals ; the horse and monkey, on the contrary, being 
associated.^ There would appear to be confirmation of this during the 
Ming Dynasty, from which period dates a carving of a monkey riding 
a horse, inscribed as from the time when the “ monkey was domiciled 
in the Royal stables, for the purpose of keeping the horses in good 
temper.” There are, however, few jade carvings of the monkey that 
date earlier than the Ming period ; and it would seem that it was not 
until the later years of this dynasty that vase forms, supported by the 
three Mystic apes, made their appearance inspired by the glyptic art of 
India and Japan. An excellent example of the Monkey, carved during 
the K’ang Hsi period, is in the Collection of Mrs. Emma Joseph and is 
illustrated in Plate lxxvii. 

The Monkey is found represented during the late Sung Dynasty 
on two Temple Vessels (tsung yi), one bearing the image of the tiger, 
the other of the monkey. These vessels form part of the Twelve 
Ancient Ornaments which derived their symbolical ornamentation from 
that of ancient ritual bronzes 

THE BAT {PIEN-FUH-TZE). 

Among the numerous motives occurring in Chinest Art perhaps 
none is more in evidence than the Bat. This is due to its special 
significance as an important factor in the expression of congratulations 
and in accompanying good wishes for happiness and longevity, Its 
selection in this connection was not determined by the natural charac- 
teristics of the little marauder, but like all Taoist emblems, which 
express an abstract idea in concrete form, it was derived from a homo- 
phane. Hence notwithstanding that the Chinese character for “ bat ” 
and “ happiness ” are quite different, they are both pronounced /«, 
for which reason the bat, quite consistently, became the symbol of 
happiness; and since longevity is regarded by the Chinese as an essential 
of happiness, the bat, which, moreover, is believed to live to a great 
age, was endowed vyith this additional symbolic significance. 

1 Pointers and Clue$ to Chinese and Japanese Art^W. hi. EdraxaiAs, 

2 Dor^j Chinese Superstitions, YoL IV, p. 326 ; compare W. H. Edmunds, Duodenary Cycle. 

8 See p. 116. 
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A TRANSLUCENT JADE MONKEY AND YOUNG 
Holding symbolical Peach Branch. 

Colour: White. Early K’ang Hsi Period, circa a. d. 1675. H. 24 c.m. 

{In the Collection of Mrs. Emma Joseph. ) 




1. A JADE PIGEON PENDANT. Colour; Green. Early Chou Dynasty, 1122-722 

B.c. L. 3.8 c.m. {In the Collection of Chang Nai-Chi, Esq., Shanghai.) 

2. A JADE RAM’S HEAD. Colour: Buff with Red pigment. Period of the Spring 
and Autumn Annals, 722-481 b.c. 

{In the Collection of H.R.H. The Croiun Prince of Sweden.) 

3. A JADE PIGEON PENDANT. Colour ; Grey Green. Eaidy Chou Dynasty, 1 122- 
722 B.c. PI. 3.2 c.m. L. 3.6 c.m. {In the Collection of Chang Nai-Chi, Esq., Shanghai.) 

4. A JADE TIGER. Colour: Grey Green. Shang Yin Dynasty, 1766-1122 B.c. 

L. 6 c.m. {in the Collection of Chang Nai-Chi, Esq., Shanghai.) 

5. A JADE BUFFALO. Stylised surface decoration. Colour : Buff. Early Chou 

Dynasty, 1 122-722 B.c. L. 4.5 c.m. {In the Collection of H. J. Oppenheini, Esq.) 

6. A JADE BEAR. Carved in the round. Colour ; Greenish White. Han Dynasty, 

206 B.C.-A.D. 25. PI. 4.7 c.m. {In the Collection of H. f. Oppenheim, Esq.) 



Often the bat is used in combination with other symbols of longevity, 
(pe Plate lxxix), such as : the Shou^ signifying “ old age or tlie 
‘‘ years of a long and prosperous life ” ; the i'ao, also called pao~fao, 
“ fabulous peach,” which is said to bestow upon those who eat it three 
thousand, additional years of existence ; the wan smi, the stvastika, a 
symbol significant of “ the heart of Buddha,” or of his great and abiding 
love : worshipped by the Lotus School, but used as a longevity symbol 
by the Taoists long before the introduction of Buddhism into China. 

The bat is also associated with the cloud motive, a combination 
signifying “ May your longevity and happiness be as great as heaven is 
high.” The decorative end papers of this book are actually enlarged 
photographs taken from a specimen of jade illustrated in Plate cxxx, 
which admirably depicts the uses by the Jade carver of this combination. 
Another, and one of the most popular applications of the bat motive 
occurs in the design known as the Wu-fii^ “ Five Bats,” emblematic 
of the five blessings : virtue, riches, offspring, long life and a peace- 
ful death.^ The bat'*^ is also called the fairy rat (Sien-chu), the flying 
mouse (Fei-shu), the Heavenly rat (fzen shu) and the night swallow 
(Yeh yen).^ The bat motive is rarely found in jade carvings prior 
to the T’ang Dynasty,^ but it frequently occurs in examples of the 
art of later periods, often in conjunction with the pine trees and stag, 
and in cloud formations. 

THE BUTTERFLY. 

The Butterfly (hu tieh) would seem to be of Teutonic origin, being 
introduced into the Arts of the Chinese dming the Han Dynasty. 
Mythology records it to have been a symbol inspired by Chang Chow^ 
and later connects it with Kiu-Ko the Taoist sage. 

Ancient Chinese writings refer to the butterfly as representing an 
ancestor, suggesting that it embodied the spirit of the departed person. 
This idea was most likely inspired by the metamorphosis of the butterfly 
from the caterpillar, and may account for its being first represented in 
jade as a burial carving. Dr. Laufer® refers to a carving of this type 
being excavated from the grave mound of the Emperor Ts’in Shih. It 
would appear therefore that the butterfly, like the earlier creature 
representations, gradually evolved from a burial type into a charm and 
thence into a symbol. 

1 Miss Katherine M. Ball’s Decorative Motwes of Oriental Art, puh\ish.Qd by Dodd Mead & 
Co., N.Y., and John Lane, London, 1927, p. 257, from which comprehensive and valuable book a 
number of interesting details relating to the folklore connected with certain of the animals referred 
to in this chapter have been extracted. Miss Ball’s work is one that deserves a place in the library 
of every student of Oriental Art. 

a See the Pen Ts’ao or Chinese Herbal for descriptioii of Bat. 

^ WMaxas, Dictionary of the Chinese Language y* 

4 Laufer, Archaic Jades in the Bahr Co/fetfow, Plate XXXIV, No. 2, where he portrays an 
implement of dark brown glossy stone with Bat Motive, which he considers to be of the Han Dynasty. 
Another specimen accredited to the Han Dynasty is in the Collection of Mrs. C. Holmes and 
was exhibited in the Chinese Exhibition 1929, Berlin. See specimen, No. 214. 

s Edmunds, Chinese and Japanese Art, pp. 119 and 103 (Chang Kiu-Ko), Williams, Chinese 
Symbolism, p. 50, Gulland, Chinese Porcelain, Vol. I, p. 99, and Ball, Decorative Motives of Oriental 
Hrt, pp. 260-264. 

6 Laufer, p. 310. 
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The representation of it in pairs is symbolical of conjugal felicity ; 
in which sense it is introduced by the carver as a mode of decoration 
primarily on vessels for use during the marriage ritual. 

Plate lxxxii represents an exceptionally fine specimen of this 
type in the form of an incense burner, which I am privileged to portray 
by the permission of H.R.H. The Duke of Kent. 

THE TORTOISE {KUEI). 

The Tortoise, Dragon, Phoenix and ChH-lin are regarded by the 
Chinese as the Four Supernatural Creatures. The tortoise, 
kuei (“ Divine tortoise ”) was supposed to have made its first appear- 
ance in the waters of the Yellow River during the reign of Huang-ti, 
2693 B.c. Reference to this is made by Legged “ Yueh-shang 
sent to the Emperor Yao (2357-2255 b.c.) the carapace of a large 
tortoise, upon whose back appeared ancient characters.” 

Couvreur,^ Legge,^ De Groot^ and Mayers® also mention tlie tortoise 
and its appearance in early Chinese folklore stories. Finally, it 
became the River God of the Chinese,® and it may well be that the jade 
tortoise in the British Museum (considered to be one of the five largest 
pieces of jade sculptural work in European hands) is, in fact, a represen- 
tation of this river Deity (See Plate lxxx.) 

In my search through numerous records of existing Jade Collections, 
both European and Chinese, I have been unable to find any authentic 
large scale representation of the tortoise earlier than the Han period, and 
Mr. A. W. Bahr’s small nephrite tortoise of the period of the “ Spring 
and Autumn Annals ” (see Plate xx) is practically unique as an early 
representation of this reptile. It would appear, therefore, that although 
definitely associated with early Chinese mythology, the tortoise was 
not regarded as a deity® until the time of the Han Dynasty. Dr. Laufer® 
referring to the use of black tortoise-shell, says, “ The Emperor, 
Kao-tsu (a.d. 618-627), of the T’ang Dynasty, was the first to institute 
regulations for the girdles, and he bestowed girdles of black tortoise- 
shell on civil officials.” During this period many types of girdle 
ornament, in which the tortoise-shell motive figured, were carved in 
jade, but, as previously stated, I have not met with any example earlier 
than the Han Dynasty showing a tortoise in the round. 

A jade carving of a tortoise-shell of the Han Dynasty is in Mr. Oscar 
Raphael’s Collection, and an example in the form of a tortoise, in honey 
colour and brown jade, of the Sung Dynasty, is included in Mr. H. J. 
Oppenheimer’s Collection. 

Annals of the Bamboo Books, -p, iir, aha The Elucidation of Historic Annals. 

2 Chinese Text, yo\, l, p. 292 - 

^ Record Book iL Pt- I, No. ■ ii :(Legge’s translation, Vol. I, p. 298). 

^ 0/ C/zma, Vol. I, p. S3 j: Vol. Ill, p. 1147. 

° Chinese Readers Manual, p. 9^. 

® Giles, Chmese Biographical Dictionary, p.y 29 ' 

V? This specimen in the British Museum was discovered at the bottoin of a tank in India. It 
is therefore possible it may not be of Ghihese origin, although this would appear extremely im- 
probable.'''', 

f The Tortoise is symbolical also of '■ Lewdness, Profligacy and Lax Morals.” See Dor6 
C/emeje Vol. V, p. 662, and Vol, VI, p. 183, Note a. 

® yade,p.zS6. 
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PLAl’E LXXIX 



JADE BOWL 

The border carved with bats and longevity signs, edged with heads. 

Colour : Deep Moss Green. Diam. 40.6 c.m. Depth 10.2 c.m. 

Ch’ienLungPeriod,A.D.i736-i79S- 

{The Property of an Aynerican Collector.) 
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A “ WEATHERED ” JADE (HAN JADE) TORTOISE OR TURTLE 

Colour: Green, Brown and Black. Ming Dynasty, a.d. 1368-1644. L. 12 c.m. H. 3.7 c.m. 

{In the Collection of the Hon. H. Asquith.) 


A JADE TORTOISE 

One of the five largest specimens of carved Jade in European possession. 

Colour: Pale Grey Green. Ming Dynasty, a.d. 1368-1644. L. 53 c.m. H. 22.5 c.m. 

{British Museum.) 



PLA'FE !<XXXl 


TOP SIDE 


UNDERSIDE 

A JADE TOAD 

Colour : White with underlying Grey Green tone, splashed Russet Brown markings. 
Mid-Ming Period, circa A.D. 1500. L. 11.3 c.m. ^^.TI.6c.u^. 

{Formerly in a Private Chinese Collection.) 
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De Groot^ tells us that the custom of erecting tortoise-shaped 
pedestals^ began in the time of the Siii Dynasty (a.d. 590-620)-— 
. a tablet then raised for a high officer must stand on the back of 
a large stone tortoise.” Notwithstanding this, jade representations of 
the tortoise from the Sui and even from the Ming period are extremely 
rare. The tortoise appeared in jade carvings of the Ch’ing Dynasty 
and several excellent examples, carved in various types of nephrite, 
were executed during the Ch’ien Lung and Tao Kuang periods. 

THE SERPENT OR SNAKE (SHA) . 

The five poisonous creatures of China are the viper, centipede, 
scorpion, toad and spider. Together, tliey are considered to possess 
the power to counteract all pernicious influences. Doolittle tells us® 
that in South China images of these five animals are made, and wor- 
shipped, in the belief that these charms will protect from all pernicious 
influences. 

According to the Oriental Zodiac the serpent is entirely distinct 
from the dragon, though it is believed that, like the dragon, the snake 
has the power of metamorphosis, and thereby produces droughts and 
floods. 

To quote Fu Fliian of the Chin Dynasty : The potency of the 
divine serpent is beyond comprehension, it can fly in the sky without 
wings, it can swim in the sea without fins, it can walk in the sky without 
wings, it can walk on the earth without feet, it dwells in the air in 
happiness and self-sufficiency. In due time it evolves a flaming pearl 
whereupon it becomes transformed into a dragon.” 

The snake figures quite extensively as a symbolic ornament for the 
debased Maha-Tantra system of Tibetan Buddhism,^ but it is rarely 
found in this form in China. 

We are further informed that the religious mind of China has never 
made a scientific distinction between the snake and dragon.-''’ 

In South China, especially in Canton, sacred serpents reside in 
many temples. When sacrifices are offered, the serpent crawls out of 
its hole, drinks the wine and devours the eggs placed on the altar, without 
being deterred by the sight of the persons standing by. After finishing 
its meal the creature silently glides away.® 

From numerous mythological references to the serpent it would seem 
certain that this creature has been revered by the Chinese from the 
commencement, almost, of their empire. 

We find the serpent used as a mode of decoration both in the bronzes^ 
and jade carvings of the Chou Dynasty. Dr. Laufer illustrates a 

1 Religious System of China, Vol. Ill, p. 1140. 

2 See specimen depicting this type in the Collection of Mr. F. Schiller, C/HKesisc/ie Kunst, 1929,; 
No. 368. 

•’^ Social Life of China, Vol. II, p. 316. 

^ 'B&W, Decorative Motives of Oriental Art, -p. lyZ. 

'Dennys, The Folk Lore of China, p. ioj. 

' ' ® Ibid, p. '105. 

t Chinese Exhibition Catalogue, London, No. 105. 
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■specimen^ which he considers to be of the Han Dynasty, and it would 
seem that these types were charms, made to safeguard their owners 
against the bite of the reptile itself (see Plate ix). After the Sung 
Dynasty individual carvings of the snake in jade do not appear to have 
been numerous. In an extensive search in jade collections known to 
me for representations made during the Ming and early Ch’ing 
Dynasties, I have not met with a single example. During the Ch’ien 
Lung and later periods the snake was again a popular subject with the 
jade carver. But even of these there are few to be found in private 
collections. 

THE TOAD AND FROG. 

There is a reptile in Chinese mythology called Ha ma which appears 
in the bronzes of the Chou Dynasty^ and in the bas-reliefs of Shrines 
of the Han Dynasty. The jade carvers of the Chou Dynasty also 
represent a similar reptile in their works, and judging from the 
grain-like pattern covering the forms, they would seem to have been 
attempting to portray the Toad. The earliest references to the Toad in 
Chinese literature connect it with the Moon, and suggests an association 
with the curious markings visible on the Moon’s face which, without 
undue imagination, may be considered to bear some resemblance to 
this creature’s general form. It will be recalled that the Toad in 
mythology is associated with the Moon. Miss Ball recounts® the legend 
ol the transformation of Ch’ang-o into a three-legged toad (chou chu) 
as punishment for her wrongful appropriation of the “ dew of immor- 
tality ” given to her husband, Hou I, by Hsi Wang Mu, as a reward for 
skilful archery. The Shoo King ov Historical Classic^ illustrates a set 
of symbols {The Twelve Chang) otiQ oi which portrays the Moon 
{Yueh) as a disc supported on clouds, bearing upon its surface the 
figures of a hare, a three-legged toad and a cassia tree. 

Dr. BushelP tells us that the toad was the legendary messenger 
of Liu Han (a minister of State in the loth century a.d.). Williams 
records that the reptile served as the steed of Chang Kuo-Lao® (one of 
the Eight Immortals). 

Doolittle’ says that the toad was included in a powerful Charm 
believed by the Chinese to protect its owner from all pernicious influ- 
ences. 

After carefully reviewing the records of various reptiles in early 
Chinese scripts, I have been impressed by the absence of any reference 
to the frog in European writings while this reptile is not even referred 
to as connected with Chinese folklore before the Han Dynasty. It is 
therefore significant that the jade carvers from the earliest time up 
to that period created images of a reptile called, by the Chinese, Ha ma^ 

1 Archaic gades in the Bahr Collection, Plate vii. No, i, p. 20. 

2 Laufer,y<2&, p. 128 and Plate XVI. 

Decorative Motives of Oriental Art, I'jg. 

4 Translated by Legge, V, iii. The Shoo King, -p. ^o. 

^ Oriental Ceramic Art, p, $2,2. 

^ Outlines of Chinese Symbolism and Art Motives, p. 2gg. 

•7 Social Life of the Chinese, No\, 11 , p. 316. 
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the form of which suggests a toad. Edmunds/ refers to the Frog as 
an emblem used during the T’ang Dynasty, but I am of the opinion 
that it is not until the Sung Dynasty that any definite representation 
of the frog in jade makes an appearance. During the Ming Dynasty it 
is found along with the toad in landscape relief-carvings, and it also 
appears associated with various deities in other carvings. 

Plate lxxxi shows a toad, portrayed in an imposing life-like 
manner, obviously inspired by the living reptile.- The carver has also 
embodied the symbolical Ling Ckih (“ Brafich of the Soul ”), which is re- 
presented growing out of the reptile’s mouth. This figure has clearly no 
relation to the archaic Ha ma or to the mythological three-legged toad, 
Chou Chu. This life-like portrayal of animals in jade began as far back 
as the Han Dynasty, reaching perfection during the Sung Dynasty, and 
declining by the close of the Yuan Dynasty. With the Ming Dynasty 
this form of representation reappears, reaching perfection by the middle 
of the period and disappearing at its close. During the Ch’ing Dynasty 
several artists attempted to revive the old tradition, but the result is 
merely a lifeless form, devoid of movement. 

'i- Chinese and Japanese Art, -p. 

Another Jade carving representing the Toad of the Ming Period iis in the Collection of 
H. Hardt, Esq., Berlin. See Chinesische Kunst, No. 783. 


PLATE LXXXIU 



A MASSIVE JADE CARVING OF A VASE SUPPORTED BY TWO BOYS AND A FENG HUANG. 
Colour ; Dark Green. Ch’ien Lung Period, a.d. 1736-1795. H. 43.5 e.m. W. 35 c.m. 

{In the Collection of Sir Bernard Eckstein, Bart.) 


CHAPTER XIII 

BIRDS, FISH AND INSECTS IN JADE. 

BIRD forms occur in Chinese Art as far back as the Shang Yin Dynasty, 
but their first appearance in jade was not until the Chou period. We 
know that symbols of felicity were extensively used in ancient China. 
Thus “ dragons produced rain and fertility ; stags bestowed old age ; 
ducks and the phmnix prompted conjugal fidelity and love ; cranes 
lengthened life and gave happiness ; tortoises endowed man with 
longevity, and bats furthered his felicity. Unicorns heralded the 
advent of wise and excellent rulers ; coins and pears produced wealth 
and pecuniary profit ; rice, peas, and wheat secured numerous off- 
spring.”^ 

If we bear in mind that religion in China is not an effort to appre- 
hend the Infinite, and thereby to love and enjoy it, but is rather a belief 
that “ The Isles of the Genii or Western Paradise ” exist principally 
for man’s sake, and that man having made his Gods, the Gods must 
therefore be subservient to all his needs and purposes, we shall find the 
numerous forms and devices used in ancient China more intelligible. 

The art of the jade artist under the Chou Dynasty is generally 
impersonal, ritualistic and sacrosanct, bearing little or no trace of realism ; 
it can, however, be divided into two classes — the one following the 
conventional patterns of the bronze-founders, and the other freely and 
independently producing naturalistic types of animals, birds, fishes and 
insects.^ 

FENG-HUANG 

(miscalled THE CHINESE phoenix) 

The Fing-Huangy a divine bird, the product of the Sun, the great 
Yang principle, is an omen of prosperity and harmony. The terms 
Fing (male) and Huang (female) combined together explain the deriva- 
tion of its name.^ 

According to the oldest known Chinese writings^ the first mention 
of this bird occurs in the reign of Huang-ti (2697-2597 b.c.). It is 
described by Williams, Mayers® and Giles,® as a fabulous bird of good 
omen, resembling the Argus pheasant, embellished and exaggerated — • 
a bird somewhat similar to the Indian peacock. Dore in his references 
to it’ says : “ Among the three hundred and sixty kinds of the feathery 
tribe, the Fing-Huang h the King of all. It has a hen’s head, the eye 

Gxoot, Symbols of Felicity, Yol. VI, 

2 Archaic Jades in the Bohr Collection, . 

3 For further references to the FSng~Huang, see Shoo King (Legge, Chinese Classics, p. 494), 
Book n, Ode viii, Vols, VII and ix). Also compare the <SMor^, the Phcenix of Islamic Legend. 
See particularly the celebrated Persian poem, the “ Mantic-Uttair ” (“ The Parliament of Birds ”) 
by Farid-Uddin Attar (i 1 19-1229) ; published by Garcin de Tassy, 1857. 

^ hegge. Annals of the Bamboo Books, Chapter TV, p. 104 ; and CoM/waOTZ Analects, Lun-yu, 
Book IX, para. 8. 

s yiayexs, Chinese Readers Manual, ■pp. 'Z'j and ^1, 

8 Giles, Adversaria Sinica,lAo. l, p. g, 

7 T)ot 6 , Researches into Chinese Superstitions, Vol, V, p. 670. 


of a man, the neck of a serpent, a locust’s viscera, a swallow’s brow.” 
Its tail, similar to that of a fish, is composed of twelve or thirteen feathers. 

Fig. 51 illustrates a charm in the form oitliQ FSng- 
Huang (from the Ku yu fu p’u) which is undoubtedly 
of the Han Dynasty. 

Fig. 52 shows a FSng-Huang charm or girdle orna- 
ment (from the Ku yu fu fu) probably not earlier 
than the T’ang Dynasty. It is possibly an Imperial 
Charm of the Empress, corresponding to the Dragon 
Charm of the Emperor. 

The use of the Fing-Huang motive in jade dates 
back to the Shang Yin period and examples occur 
on the girdle ornaments of the Chou and Han 
Fig. si Dynasties. 



Just as the Dragon became associated with 
the Emperor, so the Fing-Huang (phoenix) 
became associated with the Empress. The 
device figures in ear-rings, head-dresses and 
brocades of the Empress and Princesses of the 
Royal blood. 

On account of its mythological importance 
it is not surprising to find that the jade worker 
often employed both the male and the female 
forms, and this was especially so during the 
Han and T’ang periods. 

In the early Ming period the carver, 
influenced probably by the ceramic artist, again 
52 began to produce more life-like effects ; although 

the work is still somewhat grotesque in character. An improvement 
both in the style of portrayal and in the technique of execution becomes 
apparent at the commencement of the i6th century, followed by a return 
to primitive characterisation at the close of the Ming Dynasty. 

At the commencement of the Ch’ing Dynasty, the carver introduced 
once again into his work a subtle life-like character, and by the latter 
part of the K’ang Hsi period the Fing-Huang device is well represented 
in many pieces— -usually among clouds, or alighting on trees of the 
“ sterculia ” type. 

In the Ch’ien Lung period the carver utilised to the full the mytho- 
logical importance of this bird, portraying it in a group type of carving, 
with Kuan Yin and other immortals. 



In the Tao Kuang period, and in the present century, the jade carver 
has abandoned the exclusive, characteristic style of his ancestors, and 
it was during these times that most of the pairs of Fing-Huang statuettes, 
met with to-day, were produced. 

There are still in existence examples from all periods which show 
characteristics in technique corresponding to the dates of their pro- 
duction. 
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A TRANSLUCENT JADE CARVING OF A VASE AND COVER 
Displaying Phcmix and flowering Prunus. 

Colour: White. H. 32.7 c.in. W. 16 c.m. 

Early Ch’icn Lung Period, aVr« A. D. 1740. 

{Formerly in the Collection of Commander R. E. Core, li.N.) 








An excellent reproduction of a carving of the 19th century, em- 
bodying the Fing-Huangy is to be found in Gorer and Slacker’s Chinese 
Porcelain and Hardstones} 

THE DOVE OR PIGEON. 

The Dove or Pigeon has, from time immemorial, figured not only 
as a model of connubial affection but as a symbol of peace. In China 
it is known as Kiu, in mythology it would appear to be personified by 
the TsHng Nia, the azure-winged deity, reputed to be the messenger of 
Hsi Wang Mu (The Royal Mother of the West). W. H. Edmunds^ 
records the legend that two of these birds perched upon the shoulders 
of the Emperor Wu Ti (140-86 b.c.) upon the occasion of the visit of 
Hsi Wang Mu to the Emperor during the Plan Dynasty. 

Miss BalP tells us that during this dynasty the dove became a symbol 
of longevity, possibly on account of its exceptional digestion, and that its 
image (in the form of a jade handled staff, see Plate xxi) was bestowed as 
a gift on any person attaining the age of eighty years, “ to imply a wish 
that further years might be blessed with like power and consequent good 
health.” Wu Ta Ch’eng^ in his book illustrates two figures of “ doves ” 
{chiu)y Figs. 53 and 54, which are obviously staff handles, and which Wu 
Ta Ch’eng considers to be of the Han Dynasty He unfortunately omits 
to describe the colour of these pieces, but their size is recorded as being 
approximately 5 c.m. and 8 c.m. respectively. Another interesting 
specimen of this type of carving, in the possession of Mrs. C. Holmes, 
is recorded in the German Chinese Exhibition Catalogue.® 




Dr. BushelP tells us that “ Dove Chariot Vases ” {chiu ch'i tsun) 
made their first appearance in bronze during the Han Dynasty for use 
on the altar during the ceremonial of the ancestral ritual.® Thus from 
the early Chou pendants of pigeon-form, fashioned alike in jade and 
bronze, was gradually evolved a miniature dove-form of great beauty. 

1 Plate 241. 

2 Chinese and Japanese Art, x'j S' 

^ Decorative Motives of Oriental Art, p. 2SJ^. 

^ Kuyil fu k’ao. 

s Compare Pope-Hennessy, yadfe, p. 1 14. 

^ Ausstellung Chinesischer Kunst, 1929,1^0. 230. 

Chinese Art, Yol. 1 , p. 83. 

s Compare Pope-Hennessy, yaJe, p. 1 13. 
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The naturalistic form persisted and gradually became characteristic of 
the Han, T'ang, and Sung Dynasties. See Plate lxxviii, where two 
interesting specimens i and 3 in the Collection of Mr. Chang Nai-Chi 
are portrayed, these show the development of form in carving from 
the Chou period to the Han period in a most convincing manner. 

An important collection of birds carved in jade is in the possession 
of Mr. A. W. Bahr, by whom I have been privileged to examine and 
compare the various types and designs. 

By the time of the Ming Dynasty a different style of portraying 
birds came into being : this type, which has a mythological character, 
persists to the present day. During the Ch’ien Lung period many 
copies of the earlier designs were made, but in no instance has the carver 
employed the same type of nephrite and jadeite which was used in the 
earlier works, though it must be admitted that in some cases detection 
is difficult prior to chemical analysis. 

THE CROW AND HERON. 

One of the most notable examples of the persistence, through the 
centuries of the ancient Chinese principle, the Yang and Yin, is the 
symbolic union of the crow and the white heron. These two birds, 
on account of their extreme dissimilarity in appearance and charac- 
teristics, lend themselves admirably, not only as emblems of this ever 
dominating principle of opposites (such as day and night, light and 
dark, good and evil) but as artistic units of contrast for decorative 
compositions.^ 

The Crow, being connected with the sun,^ according to the astrology 
of the Chinese definitely represents the Yang principle, which is that 
of light or of good. Yii Hwa (the three legged crow) according to the 
Chinese myth is a resident of the Sun. Huai Nan-tzu, in the 2nd 
century B.C., tells us that the crow has three legs because the number 
three is the emblem of the Yang, and that the crow resides in the sun 
because that orb is the supreme essence of the Yang principle.^ 

The Crow is represented in the Twelve Chang or “ Ornaments,” 
with which the Sacrificial Robes were embroidered (see Fig. 63, p. 117). 
These ornaments are referred to in the earliest of Chinese Classics,^ 
where we read that the Emperor Shun desired “ to see these emblematic 
figures of the Ancients.”^ 

In the official History of the Wei Dynasty (3rd century b.c.) we read : 
“ More than thirty times, tributes, consisting of three legged crows, 
were brought from the neighbouring countries.” 

I have not been able to find any representation of the Crow in 
jade, which could be dated earlier than the Han Dynasty, though 
it is possible that figures in jade of this bird may have been made 

1 Comp&x&'BaW, Decorative Motives of Oriental Art, p, 2^1. 

'Edmunds, Chinese and Japanese Art, -p. . 

3 CompzxQEnshell, Oriental Ceramic Art, p. 109. 

^ T/se C&Vjeje C/awiCT, translated by Dr. Legge, Vj iii ; The Shoo Kifig, p. 80. 

5 See page 116 of this book, and Wen-hsien t'ung^kao, by Tuan- Lin. 
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PLATE LXXXVI 



A TRANSLUCENT NEPHRITE LIBATION CUP AND COVER 

Carved with Phcenix on cover and Dragon encircling handle. The body is carved with archaic representa- 
tions of mythological monsters. 

Colour: Emerald Green. Ch’ien Lung Period, a.d. 1736-1795. H. 13.8 c.m. W. 17.4 c.m. 

{Formerly in the Collection of Sir Alfred Jodrell, Bt.) 



under the Chou Dynasty. During the T’ang and Sung Dynasties, the 
crow was used as a motive of decoration, and from that period to the 
present day has continued as a subject for the jade carver. 

THE FALCON AND EAGLE. 

The ancient records of China relating to periods as early as 2,000 B.C., 
contain accounts of falconry {fang yin) ; in fact the female species of 
the hawk family was used by the Chinese as one of their chief agents for 
obtaining food up to the time of the introduction of the gun. The 
name of the falcon in Chinese (Ying) is derived from a homophone of 
the word which signifies “ heroic.” 

Falconry was long a favourite recreation of the ruling monarchs of 
China ; Marco Polo records that Kublai Khan used falcon, eagle and 
kite when he set out, with no less than seventy thousand men, on his 
hunting expeditions. 

During the Han Dynasty it is most noticeable that the painters gave 
as much prominence to the falcon as they did to the horse.^ An 
excellent example of painting of the Sung Dynasty, executed by the 
Emperor Flui Tsung, is the famous “ White Falcon ” now preserved 
in the British Museum. 

It was under the Sung Dynasty that the jade carver utilized the 
falcon as a subject for his art. These pieces are usually of miniature 
size and are exquisitely rendered. Outstanding specimens in white 
or green nephrite are now very rare. 

During the Ming and Ch’ing Dynasties we find that an entirely 
new bird-subject was introduced. This was the Eagle, which appears 
in group carvings, often associated with the fox, or with a female form, 
from the belief that the bird is a demon expeller. The female figure 
which represents a fox transformed is referred to elsewhere in this 
book. This is but one instance of the gradual change in the basic 
characteristics of the jade carver’s craft which appears to have set in 
after the Yiian Dynasty. 

THE DUCK. 

In China the Duck {yiian yang) symbolizes connubial affection, 
mutual consideration, and fidelity. This significance would seem to 
have been bestowed upon the duck by the Buddhists,^ by whom it was 
given the name of Mandarin Duck. As a protection against drowning 
the Chinese wear an amulet formed in the shape of a duck. This 
symbol, which is known as the “ Sacred Duck,” would seem to have 
been suggested by the following ancient legend : A Mandarin’s daughter 
walking by the Yangtse-Kiang River inadvertently slipped into the 
water. She sank rapidly and, to the horror of her companions, seemed 
certain of losing her life. Mysteriously and silently a duck appeared 
on the surface of the disturbed waters and, diving beneath the sinking 
body, supported it and guided it to the bank. This wonderful power 

1 Decorative Motives of Oriental Art, p. zi 2 > 

2 Compare Ball, Decorative Motives of Oriental Arty’p. ziZ* 
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of preservation from the demon of the river, displayed by the duck, 
gave it, among the fishermen and watermen of China, the reputation 
of being a great talisman of safety. In mythology we find Prince T’sin, 
the son of Ling Wang of the Chou Dynasty (571-544 b.c.) associated 
with the duck.^ 

Dr. Laufer refers to jade specimens of the Mandarin Duck in his 
collection, but does not ascribe to them any definite date.^ Plate lxxiv 
portrays a carving of this form of the late Ming period. Carvings in 
jade for girdle ornaments, in the form of a pair of ducks with interlinked 
necks, adorned with sprigs of Lotus, are explained by the rebus of the 
word “ hien,'^ which means both “ Lotus ” and “ Partnership.” 
Carvings of this type are not of earlier date than the Ming Dynasty, 
and in the majority of cases date from the latter part of the Ch’ien Lung 
period up to the present day. During the Chou Dynasty it would 
seem that the duck was represented in a conventionalized form.® An 
excellent example of this type is shown in Plate lxxv. The duck as a 
shape of a statuette does not appear in jade until the Han Dynasty. 
Examples of these early statuettes are extremely rare. In the form of 
buckles the duck appeared in the T’ang and Sung periods. During 
the Ming Dynasty the jade carver used the duck in his craft to form 
into vessels of various kinds. An important carving of this type, from 
the Collection of Madame Vittoria Modiano, is shown in Plate xc. 


THE COCK. 

The Cock is one of the Solar birds. It is the emblem of the Sun 
and of the South, because every morning it loudly announces the arrival 
of the Day God. As a deity its residence is in the Sun.^ The Classic 
of Hills and Rivers tells us that the “ Mountain Cock ” is found in the 
Siao-hwa Hills.® From prehistoric times the Chinese have attached 
great significance to the cock, for we find it included in the duodenary 
cycle. The astrologers consider it to be in opposition to the dog. It 
is one of the potent symbols of the Yang principle.® 

The homophone of Chi^ derived from that word’s double meaning 
“ cock ’’ and “ fortunate,” has made of the cock a charm for “ luck.” 
Mythology connects this bird with the following deities : Liu Ngan ; 
Chao-chin Tao-shih ; Hiang Tsi and Chuh Chih Ung."^ The Cock 
does not appear to have been used as a subject by the jade carver 
until after the Han Dynasty, notwithstanding that specimens occur in 
the other Arts of China prior to this time.® 

1 'Edxa.nnAB> Chinese and Japanese Art, Z 07 ,. 

2 Laufer, p. 243. 

2 Ij&vd&t, Archaic Jades in the Bahr Collection. 

^ TOo Groat, The Religious System of China, VoX.lf'p, zoo. 

® Compare Dor6, CAmere Vol. V, p. 707. 

^ CoTD.ps.re 'BeSl, Decorative Motives of Oriental Art, ’p.^ zzS’ 

’ For the stories connected with these deities see Edmunds, CAinwe and Japanese Art, pp. 150, 
316, 125, 116. 

^ Chinese Exhibition London, ipas-ad. Nos. 276 and 444, where we find a bird 

resembling the cock carved in stone, of the Ghpu Dynasty, and a similar bird in bronze, of the 
period of the Six Dynasties. 
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PLATE LXXXVII 


A TRANSLUCENT JADEITE HONORIFIC VASE OF TWIN 
CYLINDER FORM 

Decorated with Dragon, Ph(Enix, and Mythical monster. 
Colour: White. FI. 24.5 c.m. W. 13 c.m. 

Ch’ien Lung Period, A.D. 1736-1795. 

{In the Salting Collection, Victoria and Albert Museum.) 



PLATE LXXXVIII 



Colour : Dark Brown. 


A JADE PHCENIX 
With pronounced red pigment. 

T’ang Dynasty, a.d. 6i8-go6. . . 

{lit the Eumorfopoulos Collection, British Museum.) 



A JADE CARVING IN THE FORM OF A FISH-PENDANT 


Colour : Grey Green. Period of the Spring and Autumn Annals, 722-481 b.c. H. 8.3 c.m. 

{In the Collection of H.R.H. The Crown Prince of Sweden, and included 

by His Royal Highness’ permission.) 


PLATE LXXXIX 
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A NATURAL BOULDER CARVING IN NEPtIRITE 
Depicting P'erig Lai Shan, one of the three Fortunate Islands of the genii, also portraying 
Sil She in boat crossing the sea to visit the Rock of Jade which fountains the wine 
of Immortality. 

Colour: Sage Green. Ch’ien Lung Period, a.d. 1736-1795. H. 24.6 c.m. W. 20.6e.m. 

{Formerly in the Collection of Commander R. E. Gore, R.N.) 




During the Early Ming Dynasty jade carvers used the cock-motive 
in a decorative form, and from Late Ming onwards it was employed as 
a subject for group carvings associated with the deities of whom it was 
the emblem. An example of this type is shown in Plate cxlvii. 

THE CARP (LT-YU) AND OTHER FISH. 

The Carp is the fabled King of Fish and is held to be able to turn into 
a dragon at pleasure.^ Chinese tradition concerning the carp relates 
that it was a native of Huang Ho, the Yellow River, and each year in the 
third month, in order to reach the head waters of the stream to spawn, 
it had to leap the Wu-MSn cataract^ and swim the rapids of Min, 
an achievement which was so greatly admired by the Chinese that they 
chose this fish as a symbol of vigour, endurance, perseverance and 
power ; and for centuries have held it up as an example for emulation 
for their youths.® “ They taught their boys that the carp which succeeded 
in leaping the waterfall and making the ascent of the river became a 
dragon, and strongly impressed upon them the idea that as this fish 
overcomes all the obstacles of the river, so they must surmount all the 
difficulties and trials of life if they would become the human dragon. 
Compare fable in the Records of Western Travels^ which says, “ The 
father of T’ang-seng was resuscitated by Tung-Wang, whom he had 
previously set free as a Carp in the Yellow River.” 

The fish motive is symbolically employed as the emblem of wealth 
or abundance on account of the similarity in pronunciation between the 
Chinese words yu (fish) and yu (superfluity). 

Owing to its reproductive powers the fish was regarded as a symbol 
of regeneration. A brace of fish among the presents to a bride elect 
was deemed a happy augury and emblematic of the joys of union. 

A fish is one of the charms included among the auspicious signs in 
the footprints of Buddha. Muyu^ “ wooden fish ” — silent, yet wakeful 
and watchfuP — occupy a prominent place in Buddhist temples and 
sacred carp are found in most Buddhist monasteries.® 

Jade fish are found in tombs from the earliest times. One of the 
earliest representations of a fish in jade is in the form of a huang, and 
is described in the Kuyii t'up^u as of white jade, with a “ Yellow Mist,” 
and, according to the commentator it is undoubtedly of the Chou 
Dynasty. An excellent example in the Collection of H.R.H. The 
Crown Prince of Sweden, is illustrated in Plate lxxxviii. It would 
appear that th.Q huang m this form, placed at the feet of the corpse upon 

1 Compare Mayers, Chinese Reader’s Manual, p. 142, and Chinese Superstitions, Vol. V, p. 677, 
Note I. . " . . 

^ Compax^ T)ot 6 , Chinese Superstitions, Yol.Yyp. 

3 A recondite allusion Li-yu faio^-lung-men”), “Leaping the Dragon’s Gate ’’—‘“Rapid 
promotion in getting degrees.” 

yL.^sXl, Decorative Motives of Oriental Art, p. 189, 

s Wjdie, Notes on Chinese Literature, p. 2,02 ; Giles, Chinese Biographical Dictionary, p. 313. 

^ CompaxelL)ox 6 , Chinese Superstitions, Yo\.Y,p. . 

t Compare Paul Carus, “ The fish as a mystic Symbol in China and Japan,” " Open Court,” 
}u\y, x()ix, and Dox^, Chinese Superstitions, Ypl.Y, p. S5A‘ 

8 Der XJrsprung des christlichen Fischsymbols, p. 2^. 
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burial , suggested abundance and prosperity in the next world d The pair 
of fish {Yu) are represented in the Eight Buddhist Emblems {pa Chi 
hsiang), and were considered to be one of the “ Signs of the sole of 
Buddha’s foot.” 

The twin fish portrayed in the Buddhist emblems is often found 
on Han bronzes, and represents happy wedded bliss. In jade carvings 
they were first portrayed on girdle ornaments during the Chou period. ^ 
Several such ornaments are mentioned in the Ku yii fu p’u. 

Fig. 55 depicts a pair of fish in green Jade forming 
a Kiieh (from the Ku yii fu p^u) dated therein as 
A.D. 3rd or 4th century, but probably of the Western 
Han Dynasty, 206 b.c.“A.d, 25. 

Fig. 56 illustrates a pair of fish (from the Ku yii t’u 
p’u) dated therein (a.d. 535-554) but more likely of 
the Han Dynasty. This example represents prob- 
ably the p ’ei yii yii, an investiture symbol worn by 
the heir-apparent, first introduced during the Ch’in 
Dynasty (221-206 b.c.).® 

The fish, during the T’ang Dynasty, became a 
symbol of power, for we read^ that in a.d. 618 the 
Emperor Kao-tsu abolished a badge in the form of a 
plant and substituted a silver fish {yin yufu). This 
talisman, in its turn, was abolished by the Empress 
Wu, who established insignia in the form of a 
tortoise {kuei). The Emperor Chung-tsung, how- 
ever, restored the fish symbol, which remained in 
vogue until A.D, 1055 * by this time the fish badge, 
or medal, in recognition of dutiful service, had 

been instituted.® 

The History of the Kin Dynasty^ records that fish carved in Jade 
{P'ei Yii Yii) were worn by Princes, and a twin fish pendant by the 
heir-apparent. Chavannes^ mentions fish purses {yu tai) as being 
bestowed as gifts on Turkish princes. 

According to Si king tsa ki (quoted in P'ei wen yun fu) we learn 
that “ ... In the Han Palace, Kun ming ch’ih, a piece of jade was carved 
into the form of a fish. Whenever there was a thunderstorm accom- 
panied by rain, the fish roared incessantly, moving the while its dorsal 
fin and tail. At the time of Han they offered sacrifices to this fish with 
their prayers for rain, which were always fulfilled.” 

By the end of the Ming period the religious significance of the fish 
seems to have been forgotten, and under the Ch’ing Dynasty we find 
the jade carver using the fish as a mere mode of decoration. These 

1 Compare Laufer, p. 172. 

3 There is a pair of fishes in Jade (late Chou) in Mr. A. Shoenlight’s collection at the Hague. 

s History of the Kin Dynasty. 

4 Lauferj yWe, p. 219. 

“ Chavannes, T’owwg Pao, 1904, pp. 30-38. 

» Compare Laufer, yade, p. 220. 

7 Chavannes, /.c., pp. 30-32^ 




PLATE XC 



A JADE DUCK INCENSE BURNER 

Colour : Bone Grey with dark Brown markings. H. 20 c.m. 

Early Ming Period, circa A.D. 1450. 

{In the Collection of Madame Vittoria Modiano^ Italy.) 



PLATE XCI 



ONE OF A PAIR OF PRICKET CANDLESTICKS IN TRANSLUCENT 

NEPHRITE 

Colour: Grey-Green. Early Ch’ien Lung Period, area A. d. 17150. 

Overall height 26.8 c.m. Height to the head of the bird 17.2 c.m. 

Diam. of Bowl 12.2 c.m. 

{In the Lady Lever Art Gallery Collection) 



PLATE XCIl 



THE TWIN FISH IN NEPHRITE 
With weathered markings. 

Colour : White. Ch’ien Lung Period, a.d. 1736-1795. H. 17.1 c.m. W. 11.5 c.m. 

{JForrnerly in the Charles Jetvel Collection.) 


L 



A JADE DRAGON-HEADED FISH 
With small archaic newt-like form of Dragon carved in bold relief. 
Colour: Pale Grey. Ch’ien Lung Period, a.d. 1736-1795. H. 20.9 c.m. 

{In the John Yates Collection, Manchester Art Gallery.) 





fish-images may represent any one of the four following forms : the 
carp (//), the perch {kuei), the mackerel {cKing), or the Japanese mi koi, 
a type of carp Plates xcii, xciii and xciv portray specimens 

of these forms, made for the adornment ofthe Literati’s Study, emblem- 
aticly exalting achievement of the highest merit. 

THE CICADA. 

The Cicada (semi), is the most conspicuous of a group of insects 
known as “ Instrumentalists ” or “ Insect Musicians, by reason of 
the sounds they produce through the oscillation of certain of their 
members or the friction of others. In the case of the cicada the sound 
is caused by vibrating the membrane of a drum-like organ under the 
abdomen.^ 

“ While there are a few varieties of this species which may be termed 
songsters, they are, nevertheless, very noisy, and their crying, which 
occurs at the time of high summer accentuates the suffering imposed 
by the temperature, a fact voiced in many poems, of which the following 
is an example : 

The chirrup of the Semi aggravates the heat until I wish to cut down the pine 

tree on which it sings. 

I have been unable to trace any direct mention of this insect in the 
early records of Chinese ritual, and although it is found as part of the 
decoration on some bronzes of the Shang-Yin Dynasty, it is doubtful if 
at that time it bore any spiritual significance. 

The significance of the cicada as a symbol of life may possibly be 
traced to Divination ; for, according to the Yang-chu, “ The Early 
Diviner received his messages from the Gods by means of Oracles, 
Dreams, Signs, Omens and Portents conveyed through the medium of 
the starry heavens, the earth, the air and water, animal, birds, and even 
insects.” This kind of fortune-telling, coeval with the very birth of 
the Chinese nation,® was dealt with in a learned writing by Sun-Kw’ang, 
a public officer of the State of Chao in the 3rd century b.c. It would 
seem probable that the cicada, an insect possessing the exceptional gift 
of making itself heard in a mysterious manner, appealed to the fortune- 
teller as an admirable means to his end ; for here was a living oracle to 
substantiate his power of deduction and forecast of the person’s future 
he was supposed to foretell. The cicada of Taoism may be described 
as the symbol of the (soul) disengaging itself from the body at 
death,® the voice of the departed being conveyed to the living through 
the medium of the insect. Knowing the Chinese to be an extremely 
superstitious race, it may well be that from this cause the cicada became 

I Including, in addition to the cicadas, the crickets, locusts, grasshoppers and beetles. 

3 Williams, The Middle Kingdom, Yol. I, p. 273. 

s Hsia siao ch’ing and Li Ki. 

* K.M, Ball, Decorative Motives in Oriental Art, p. 268, and also compare the Po Ku T’m and 
YVilViavas, Outlines of Chinese Symbolism, p. 70. 

« The practice of Divination from remote antiquity : “ I will not say 5200 years B.C.” (Lepe’s 
“ Classic of changes,” Sacred Books of the East, Vol. XVI, Oxford 1882, p. 40.) See also Li Ki, 
Book X, para. 2, No, 17, and Book IV, para, 4, Part I, No. 2, and Book XVIII, para, i, Parti, No. 12, 

6 Bev. Arch., 1919, XI, 


associated with life. Its use in the Burial Ritual may possibly be 
explained by the following quotation from Lun-Hing by Forke,^ 
‘‘ Prior to its casting off the exuviae, a cicada is a chrysalis. When it 
easts off the former it emerges from the pupa state, and is transformed 
into a cicada. The vital spirit of a dead man leaving the body may be 
compared to the cicada emerging from the chrysalis.” 

The fact that carved representations of cicadas and dragons appear 
on the Bone Antler or Sceptre (reputed to be of the Shang Dynasty) 
now preserved in the British Museum, suggests that this wand may 
have been a part of the equipment of the diviner of that period. 

The jade images of birds, fish and insects used in the Taoist rites 
of burial are possibly relics of a period earlier than the Han Dynasty, 
and in those specimens whose material corresponds with that used by 
the early Chou Craftsmen, there is good reason to assign them to this 
earlier period,^ See Plate xcv which illustrates an example of the 
Chou Dynasty from the Collection of Mr. A. W. Bahr. A specimen 
of the Spring and Autumn Annals in white and green jade (2.6 c.m.) 
is in the Collection of Mr. and Mrs. E. Sonnenschein, Glencoe, 111 .^ 

THE MANTIS. 

The Mantis (whose usual victim was the Cicada) is another preda- 
cious insect, which is quite an important figure in the oriental decorative 
arts, several representations of it being found in carvings out of jade 
and other valuable stones. It is also known as the “ praying mantis ” 
so-called from its habit, when still, of extending its fore- 
legs above its head, as if in prayer. 

“ The mantis is a large insect, sometimes attaining the size of three 
inches. Its colour is a beautiful green, which the female ever retains. 
In China it is known both as the tHen ma, “ heavenly horse,” and the sha 
ch'ung, “ insect killer,” and was esteemed a courageous warrior on 
account of its bravery and tactics, qualities which are described in a 
number of legends,® one of which relates that Duke Chuang of Ts’ai of 
the T’ang Dynasty, while on the way to a hunt, noticed a mantis with 
uplifted arms trying to stop his chariot. “ Ah ! What is this .? ” he 
enquired, to which an attendant replied, “ A mantis, an insect which 
knows how to advance, but not to retreat. Without even measuring its 
strength, it ever offers resistance.” The Duke then said, “ Truly, if 
it were a man it would be a champion here of the Empire.” It is this 
legend® which, although of Taoist origin, was appropriated by the 
Buddhists for their proverb : ‘ Even the sharp mandibles of the 

fighting mantis are set at naught by the wheel of fate.’ 

There are recorded in thQ Ku yii t’u p'u (chaps. 57 and 58) several 
Jade buckles, one of which appears to represent “ The praying-mantis 

1 Forke, Part I, p. 200. 

s Compare Pope-Hennessy, Taie, p. 125. 

3 Chinese Exhibition Catalogue {hondox^, 'Ho. 2Z1- 

^ Giles, t’ang (No. 10774) may be character (No 10762). 

s Giles, Chuan Tzu, Mystic, Moralist, and Social Reformer, p. 258, London (1889). 

• 3 Related by Han Ying in the Haw rcei cAwan. 

^&l\, Decorative Motives of Oriental Art, p, 26^. 
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PLATE XCIV 




PLATE XCV 



THREE JADE CARVINGS OF THE CICADA 

A, — -Colour: Translucent White Jadeite. H. 3.8 c.m. W. 1.6 c.m. 

Sung Dynasty, a.d. 960-1279. 

B-' — Colour : White, splashed Brown Nephrite. H. 5 c.m. W. 2.4 c.m. 

Sung Dynasty, A.D. 960-1279. 

C. — Colour : Translucent Green Nephrite. H. 5.5 c.m. W. 2.8 c.m. 

Chou Dynasty, 1 122-249 B.c. 

{In the Collectioji of A. W. Bahr, Esq.) 






PLATE XCVI 





/ 






li^li^plll^pM^^B: 











Of conventional bronze form, decorated with the ^ia-toa or eight Trigrams, closed spirals and 

the T’ao-f'feA mask. 

Colour : Pale Green and White. Early Ch’ing Dynasty, «Vc« ^CoUectim) 



PLATE XCVII 



A TRANSLUCENT NEPHRITE VASE 
With two loose ring handles supported hy Ju-i carvings. 

Colour: White, splashed Brown markings. H. 27.5 c.m. W. 16 c.m. 
Early Ch’ing Dynasty, circa a.d. 1650. 

{Formerly in the Summer Palace Collection, Peking.) 






{mantia religios) catching the cicada.” The mantis here forms the 
head of the buckle. 

The representation in jade of the mantis does not appear to date 
earlier than from the Han Dynasty, at which period it took a symbolic 
form, possibly inspired by the fen-lu which Giles explains as a fabulous 
creature like a deer with one horn. 

Jade carvings representing either the Mantis, the Grasshopper or 
Dragon-Fly do not appear but rarely before the Sung Dynasty. 
During the Ming Dynasty these insects were much used as a form of 
decoration, inspired perhaps by the works of the painters of the T’ang 
and Sung periods. During the Chhng Dynasty, however, they were 
used mostly as decorative symbols. 


PLATE XCVIII 



A TRANSLUCENT JADE VASE AND COVER 
Lightly engraved with Bats, Cloudy and Prunus decoi'ation inlaid with gold. On the reverse 

inscribed with a poem. 

Colour : Pale Celadon. Chhen I.,ung Period, a.d. 1736-1795. H. 33.8 c.m. W. 17.5 c.m. 
{In the Collection of Ills Majesty The King, and indudehyy IHs Majesty's gracious permission') 


CHAPTER XIV 


DESIGNS EMBODYING SYMBOLICAL EMBLEMS AND 

CHARACTERS. 

JADE carvings throughout the ages have embodied in their decoration 
various distinct designs derived, directly or indirectly, from ancient 
ritualistic beliefs or superstitions. These may be divided into five 
separate classes as follows : — 

1. Symbols of ancient Chinese Lore embodying the Pa kua and 
Yin and Yang : the Pa Yin : the Shih-irh Change etc. : 

2. Buddhist Symbols embodying the Pa Chi-hsiang and the ChH 
Pao. 

3. Taoist Symbols embodying the Pa An Hsien. 

4. The Hundred Antiques Po Ku : embodying the CIiHn^ 

Shu, Hua and the Pa Pao. 

5. Devices portrayed to give a rebus meaning. 

SYMBOLS OF ANCIENT CHINESE LORE. 

THE PA KUA OR EIGHT TRIGRAMS, AND THE YIN AND YANG. 

The Pa Kua is probably the earliest of the Chinese motives of decora- 
tion, and its origin, as a spiritual emblem, the most ancient. It may, 
indeed, originate from the reign of Fu Hsi (2953 B.C.). According to the 
Chinese belief the eight figures forming this emblem, together with the 
sixty-four combinations to which they are extended, were the basis of an 
ancient system of philosophy and divination ; of which no manuscript 
records have been preserved beyond the traditional names of its schools. 
An explanation of the diagrams and their philosophical significance 
is given in the Yi King, or Book of Changes, 1 from which the following 
particulars are extracted : — 

(i) Heaven : depicting the male conception — 


(2) Cloud ; atmospheric phenomena 


(3) Light, fire, heat : 

(4) Thunder : 


(5) Wind: — 

(6) Water : 

(7) Mountains : — ' — — — 

(8) Earth, or the female principle : — 

1 Mayers, Chinese Readers Manual, pp. 333, 353-356 ; Legge’s Yi King, Sacred Books of the 
East, V oh KNl, 1882; and Legge, T/ze Great P/a«, p. 321. 



The diagrams are fully described in the writings of Dr. Laufer, 
Dr. Bushell, Dame Una Pope-Hennessy and Henry Dore, where detailed 
arguments are given assigning their origin to remote antiquity.^ 

Fig. 57 represents these 
symbols in pictorial 
form, copied from a 
Jade Ritual carving of 
the Han Dynasty. In 
the centre is the Yin 
and Yang ; depicting 
day and night, light 
and dark, female and 
male, in fact, “ a sym- 
bol of dualism, which 
embodies the ultimate 
principle or creative 
monad.” Bordering 
this symbol is portrayed 
the divided lines of the 
Pa kua in its broken 
formula symbolising a 
similar characterisation 
of nature and its 
mysticisms. 

The P« Kua was probably first used by the jade carver on a rectan- 
gular type of vase, inspired by the Ts^ung. The motive is found on many 
pieces up to the Han period, from which time onwards the jade 
craftsman evolved a somewhat different treatment of the motive, which 
took the form of a deep-cut relief decoration, obviously inspired by the 
earlier symbols. 

Certain archseologists appear to be agreed that the Pa Kua was 
derived from the Yin and Yang symbols,^ depicting respectively the 
feniale and male creations. These symbols, first represented as distinct 
designs, gradually became inseparable, finally becoming combined in a 
decorative manner with the Eight Trigrams. The jade craftsman has, 
from the Chou period up to the present day, made full use of these 
symbols, which are often shown subtly interwoven in his productions, 

THE KEY-FRET AND MEANDER PATTERN. 

{FANG SHENGi) 

This pattern, according to Grube,® is a geometrical figure formed by 
two overlapping squares portrayed in a “flourishing condition ” and, 
like the “ Cloud and Thunder pattern ” {Lei Wen) dates back to remote 
antiquity. The Lei Wen is probably, as suggested by Dr. Yetts,^ 

1 Laufer, pp. 137-143 I Pope-Hennessy, Early Chinese Jades, pp. 36-42 ; De Gxoot, Religious 
System of China, Vol. Ill, p. 959 ; and Bushell, Oriental Ceramic Art, p. 108. 

^ Couling, Encyclopeedia: Yin and Yang. 

3 Zur Pekinger Volkskunde, p. 

^ YettB, Symbolism in Chinese Art, p. 3. 





TRANSLUCENT JADE BOWL 
From the Summer Palace, Peking. 

Colour : Emerald Green. Ch’ien Lung Period, .a..d. 1736-1795. H. 13.30.111. W. 19 c.ni. 

{The property of Miss Elisabeth T. Broivn.) 






A LARGE TRANSLUCENT JADE BDWI. 

Carved with archaic design and T’ao T’ieh masks with key fret bordering. Two mythical monster heads support the loose ring handles. 

Colour: Spinach Green. Early Ch’ing Dynasty, .v.d. 1650. H. 12.7 c.m. W. 36.8 c.m. 

{Priz-ofe Collection, U.S.A.) 



PLATE Cl 



AN INTRICATELY CARVED JADE BOWL 
Showing high relief carving of Bats in Clouds above a pattern of crested waves. 
Colour : Mutton fat. K’ang-Hsi Period, a.d. 1662-1722, Diam. 16.7 c.m. 


(In the Lady Lever Art Gallery Collection,) 



derived from the symbol and characters meaning Cloud and 
Thunder, used by the early Chinese in their ritual devoted to the 
worship of rain.^ The Meander pattern was used by the jade carvers 
of the Han and Wei periods, and is found on bronzes of the Shang Yin 
and Chou Dynasties.^ Confirmation of its use by the earliest Chinese 
artists is given in the famous classic Po kii fu Vu. 

During the Han period this motive of decoration reached a high 
standard of perfection, but during the Ming period its execution was 
indifferent. With the advent of the Ch’ing Dynasty, however, it was 
again employed in a manner worthy of its symbolical importance. The 
key-fret design of the early Ch’ing Dynasty is excellently portrayed on 
the Jade Incense Burner in the Collection of H.R.H. The Duke of Kent, 
illustrated in Plate lxxxii. In the Ch’ien Lung period many otherwise 
excellent carvings in jade would appear unfinished had not the craftsman 
introduced this intricate decoration to perfect his masterpiece. 

The earlier jades were severely plain, whereas those of the Chou and 
Han periods were lavishly decorated with symbolic phenomena evolved 
during the Shang period as seen in the Bronzes of that era* Some of 
the jades of the early Ming period are roughly adorned in grotesque 
style, but under the Ch’ing Dynasty the carvers excelled in their ability 
to embody numerous decorative symbols in a delightfully subtle yet 
unpretentious manner. 

Another type of early symbolic decoration usually associated with 
the Meander pattern is that of a scroll formation of the conventional 
“ cloud pattern,” sometimes rendered in shield form — when it is known 
as the “ stiff leaf ” type. Plate cxvi illustrates a jade vase in the Collec- 
tion of H.R.H. the Duke of Kent, which admirably portrays the use 
made of the combination of these symbols as a mode of decoration 
during the Ch’ing Dynasty. The Po ku fiP contains four engravings of 
bronze resonant instruments, one of which, in the form of an aquatic 
monster, has its body covered with cloud spirals and thunder pattern. 
It is probable that these bronze instruments were used in the rain ritual 
of the prehistoric Chinese which may explain the significance of the 
symbolic emblems portrayed thereon. 

It is uncertain at what period the bronze ritual “ thunder drum,”^ 
was first executed in jade, but it was possibly during the Chou Dynasty, 
continuing in Han times and from thence onwards through the Sung 
and later periods.® 

RECUMBENT SILKWORM PATTERN. 

The Recumbent Silkworm pattern, or Silkworm-cocoon pattern is a 
favourite scroll decoration for jade. It was used on carvings attributed 

1 The old hieroglyphic for thunder was a spiral, but this gradually became square in. form 
when used for decoration. 

2 When it was formed by separate pairs of spiral figures, 

- -s 'Chap. '26.' . ■ 

■* “ The Stone Drums of the Chou Dynasty,’ ■ by S. W. Bushell in Transactions of the North 
China Branch of the Royal Asiatic Society, Yol.yill, 1873, 

5 Bushell, Chinese Art, Yol. I, p, 148. 
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to the Han period, for in the Ku yii fu p^u we find reference to a lower 
central-piece of a girdle-pendant lavishly decorated with this design. 

There is much divergence of opinion as to the origin of the motive, 
but it seems reasonable to assume that it was derived from the silk 
industry^ which existed in China from a very early date. Whatever its 
source, it is a fact that the pattern was used in the decoration of jade 
articles from early times. During the latter part of the Ming Dynasty 
it occurs as a decorative motive in the form of S shaped scroll-work on 
the borders of bowls and plates. An excellent jade representation of 
the silkworm, which is in the Bahr Collection, is shown in Plate cxv, 

THE GRAIN MOTIVE AND SIMILAR PATTERNS. 

This group of patterns is found in Chinese art from remote anti- 
quity Sacrificial bronzes made during the Chou period bear this type 
of decoration ; the Grain {Ku) being represented in a geometric pattern 
formed of several rows of raised dots (see Plate xxxvi). It is also 

found in the earliest jade carvings, and 
it is on record that carvings en- 
graved with this design were given 
by the Emperor to his betrothed.® 
Wu Ta Ch’eng illustrates a Ku piy 
Fig. 58, described by him as a “ disc 
with Grain design ” of green Jade 
with carnelian markings. This 
carving is a ritual disc and would 
appear from its design to be not 
earlier than the period of the War- 
ring States, 481-221 B.c. A similar 
carving of the same period, 21.7 cm. 
in width, is in the William Rockhill 
Nelson Gallery of Art, Kansas City,^ 
Pict- 58. and an earlier example of the Chou 

Dynasty is in the Collection of Mr. Oscar Raphael, London.® 

The grain form of jade decoration persisted through the later 
periods, and in that of the Han, T’ang and Ch’ing Dynasties especially, 
the carvers engraved it on various forms identical to those of the earlier 
types, but executed in different kinds of Nephrite, one variety used in 
more recent times known as Fei ts^ui being easily distinguishable to the 
discerning collector. 

The Millet is a type of diapered lozenge pattern (see Plate lxxx, 
fig. 2) frequently engraved on the oblong rectangular slabs of jade used 
for ceremonial purposes in ancient times. Taoistic deities during the 

1 W. B. Honey, CAtMew Porc«foi«, p. 99 . 

2 An instructive survey of the various diaper Patterns embodied in the decoration of Chinese 
Art is included in Williams : Outlines of Chinese Symbolism and Art Motives^ pp. 116-123, together 
with three full-page plates embodying most of the designs. 

3 Biot, Vol. II, p, 52s. 

^ Chinese Art Exhibition Catalogue, 

“ Chinese Art Exhibition Catalogue, mo. 2%^- 

no-:,-" 




PLATE CTI 



A TRANSLUCENT JADEITE VASE AND COVER 

Decorated with T'ao T'ieh and grain pattern ; three loose rings are supported by 
well-forrned monster heads. The cover is surmounted by a Dog of Eo, and kneeling 
rams encircle the lower edge. 

Colour : White. H. 29 c.m. W. 11.5 c.m. 

Ch’ien Lung Period, A.D. 1736-1795. 

{Formerly in the Collection of Capt. Vernon Wentzvorth.) 


PLATE cm 



A TRANSLUCENT JADEITE VASE AND COVER 

With two loose rings supported by elephant heads at neck. 

Colour: White. K’ang Hsi Period, a.d. 1662-1722. H. 22.4 c.m. W. 9.5 c.m. 

{In the Collection oj the Author.) 









According to De Groot® “ Bamboo roots are the terror of robbers and 
thieves, ghosts also fear them and decoctions of them are used in a 
medicinal manner.” 

There are said to be no less than 200 different varieties of the 
Bamboo, of which 160 are natives of Asia.^ The Chu p"a (treatise on 
the Bamboo), published in the 3rd or 4th century of the Christian era, 
gives an account of the different species and the uses to which they were 
put.^ References to the Bamboo occur frequently in the She-Kingy 
Book of Poetry. 

The bamboo, prunus and pine are symbols known jointly as the 
“Three Friends,” and represent Buddha, Confucius, and Lao Tzu, 
The bamboo twig sometimes accompanied by other symbols — 

was used as a rebus by jade carvers. 

A Han tablet decorated with bamboo leaves is reproduced in the 
Kiu Shih So.^ They are also found upon rare jades of the Sung 
Dynasty, and in the Ku yii fu p’u reference is made to carved hair 
ornaments of the T’ang period in the form of bamboo stems. 

In the Sung catalogue of Jades,® mention is made of a jade back- 
scratcher in the form of a bamboo, which is considered to be of the Sui 
or T’ang Dynasty. According to the records of Liang chou^ a further 
example, in the form of a flute in white jade, was found in the Tomb of 
Chang Kium, in the year a.d. 276. The bamboo in the form of a diaper 
or brocaded pattern occurs in the decoration of jade bowls, plates and 
other flat carvings of the Early Ming and later periods.® 

1 Compare the Fable of “ The Oak and the Reed ” — JEsop : Lafontaine. 

2 Religious Systems of China, Vol. VI, p. 1075. 

3 Porterfield, China journal, Vol. Ill, 1925. 

* Chinese Materia Medica, trans. Stuart, p. 6z. 

6 Vol, VI, p. 52. 

6 Chap. 76, p. 7. 

7 Laufer, p. 333* 

8 Laufer,ya<ie, p. 320. 
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It is also on record that bamboo tablets were used before the 
invention of paperd 

THE TAO TIER. 

A grotesque mask called by Sung critics the t'ao fieh, or glutton, on 
the assumption that it was a symbol of greed and lust, was used as a 
warning against those vices. Dr. Yetts hazards the guess that the 
ogre-face was really a symbol for the Spirit of the Storm and hence for 
fertility.^ Dr. Bushell^ supports this assumption, but Hirth^ advances 
the theory that it derived its origin from the ferocious Mastiff of Tibet 
by reason of that animal’s local connection with certain barbarian tribes 
credited with unpleasant qualities. 

Dame Una Pope-Hennessy® favours the opinion that it is derived 
from the Tiger, rather than from the Dragon, and refers to its appear- 
ance, in conjunction with the Dragon, on several jade carvings. Dr, 
Laufer® supports the theory suggested by Prof. Hirth. On the other 
hand, Hamilton BelP is of the opinion that it was inspired by the 
Gorgon’s head of Greek Art. 

Whatever may be the explanation of the mysterious introduction 
into Chinese art of this grotesque conception it is certain that the 
device was used by Chinese artists from Shang Yin or even earlier 
times. It would seem to have had a special attraction for the jade 
craftsman, who introduced it into his work during the Chou Dynasty 
and, in many varying forms® during later periods : indeed the fao 
if ’feA is perhaps the most frequently recurring of 
the many symbols used in the art of the jade car- 
vers throughout the ages (see Plates civ, cv, etc.) 

A white jade carving in the form of a t^ao f ieh 
mask, possibly utilizing the tiger formula, is 
illustrated in Wu’s book (Fig. 59). 

From the appearance and style of this example 
it would seem to be of the late Chou period. The 
origin of the Tiger head or mask as a charm 
would seem to belong to remote antiquity® and it 
is possible that they were later supplanted by the 
tao fieh. 

"i- WilliBxaSi Outlines of Chinese Symbolism, 

2 Dr. W. F. Yetts, Burlington Magazine Monograph on Chinese Art, xgz5, p* 43. 

3 Bushell, Catalogue of the Bishop Collection, Yol. 11 , p, 106. 

^ Mirth, Ancient History of China, p, ZC.' 

® Early Chinese Jades, p. 

e Jade, p. 185. 

T Burlington Magazine, Yo\. 'KXNlll,p. z^ t itgzC). 

a Some examples bear a strong resemblance to one or other of the “ four wondrous creatures ” 
(the 'Dr&gon, Ch’i-lin, Fing Eluang stid Yoxtoise.) {Chinese Porcelain, W . B. Honey, p. 85.) 

® De Groot, Vol. VI, p. 962. Compare Chinese Art Exhibition Catalogue, l^ondom Specimen, 
'No.. 261. ' ■ 
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PLATE CV 



A TRANSLUCENT JADEITE INCENSE BURNER AND COVER 

Carved with archaic T"ao T’ieh, Dragon and Phtnnix. Two monster heads support well-positioned loose- 
ring handles. The cover is adorned with five dragon representations in medallion form and two bats. 
Colour: Pale Translucent Green, splashed Emerald. H. 15 c.m. W. 16 c.m. 

Ch’ien Lung Period, A.D. 1736-1795. Imperial Ch’ien Lung seal-mark. 

{Formerly in the Collectioji of Commander R. E. Gore, R.N.) 




THE EIGHT MUSICAL INSTRUMENTS (PA YIN). 

The Eight Musical Instruments (Pa Yin)^ are divided into the 
following 8 classes, corresponding to the material used for their manu- 
facture. 

1. Stone. 4. Bamboo. 7. Gourd. 

2. Metal. 5. Wood. 8. Earth. 

3. Silk. 6. Skin. 

(1) ChHng. “ Sounding Stone,” suspended from a frame and struck 
with a wooden mallet. When made of jade is usually in the shape 
of a mason’s square, with a hole pierced near the angle for suspen- 
sion : it is a homonym of ChHng “ Good fortune.” 

(2) Chung. “ Beil,” made of metal and used in similar manner to the 
Ch’ing. 

(3) ChHn. “ Lute,” with strings of silk. 

(4) Ti. “ Flute,” often found made in jade imitating the bamboo of 
which it was formerly made. 

(5) Chu. “ Box,” usually made of wood with a hammer inside. 
During the Ch’ien Lung period several Chu were made in jade 
and contained a metal instrument as a hammer. 

(6) Ku. “ Drum,” covered wdth skin. 

(7) Sheng. “ Reed Organ,” a mouth instrument dating from very 
early times, the body is made of gourd, containing reed pipes of 
varying lengths inserted in the top. 

(8) Hsiian. “ Icarina,” a vessel in the shape of a cone, pierced with 
six holes. 

Of the eight types of instruments named above those made of Jade 
are as follow^s^ 

Fig. 60. The TP-chHng, or “ single sonorous stone,” is a stone cut 
in the shape of a carpenter’s square, and supposed to render the sound 
of the triple octave below huang-chung. The side which is to be struck 
by the performer’s hammer measures 2.25 feet ; the other side is only 
1.8 feet in length. It is suspended in a frame by means of a string 
passing through a hole bored at the apex. It is also known under the 
nsLine of It- ch’ing, perhaps on account of its sound being so deep. 
Its place at the Confucian ceremonies is outside the temple, on the 
left side of the “ Moon Terrace.” Its use is to give one single note 
at the end of each verse, in order to “ receive the sound.” Formerly 
the stone was cut in a fantastical form, representing some monstrous 
animal, fish, dragon, or the like. According to the Illustrated Descrip- 
tion of the Instruments of the present Dynasty there are 12 fi-chHng, one 
corresponding to each of the ; and they are employed only at the 
religious and court ceremonies. 

1 nxxAi&W, Oriental Ceramic Art. 

2 See China, Imperial Marttime Customs. Chinese Music. By J. A. Van Aalst. Published 
by order of the Inspector General of Customs, Shanghai, 1884, from which source the present 
descriptive matter and illustrations are reproduced. 
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Fig. 6i. The Pien-ch'ing, or “stone-chime,” is an instrument 
composed of i6 stones suspended on a frame. The stones, which 
measure i.8 feet one way and 1.35 feet the other, are all of equal length 
and breadth, and differ only in thickness ; the thicker the stone the 
deeper the sound. 



Formerly the size of the stones was in a gradually diminishing pro- 
gression, following the degrees of the scale of the liis. The number of 
stones has also not always been the same. The ancient Chinese used 
t6 stones ; the Hans 19 ; Liang, 21 ; the Wei, 24 ; the Northern 
Chou, 14 ; the Ming, 24 ; K’ang Hsi reverted to the old custom,, 
which^ besides, had been the one prevalent during the Chin, Sung,, 
Chh,' andHuiVE)ynasties.;,;'\;' 

Fig. 62. The Ko-chHngy or “ singers' stone-chime,” which has now 
totally disappeared, was an instrument the same in principle as the 
with these exceptions : it was composed of either 12 or 
24 stones, which were cut in fantastical forms ; the pitch was an octave: 
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THE TWELVE CHANG OR ANCIENT ORNAMENTS 
(the SHIB-kRH CHANGY 

The She King or Historical Classic compiled during the Sung 
Dynasty refers to a series of designs, illustrated in Fig. 63. These 
represent the ideas of that period of the forms of the twelve ancient 
ornaments. These early symbols are mentioned in other ancient 
Chinese writings but are rarely illustrated. It wouid_ seem that 
their conception was inspired by the earliest Chinese religious ideas, 
for undoubtedly they embody the fundamental principles of the ancient 
Chinese Solar and Agricultural superstitions as recorded in Chinese 
mythology. It seems probable, therefore, although no ancient script 
substantiates the supposition, that these emblems were first portrayed 
entirely in hieroglyphic form compiled by the ancients as a record of 
their religious principles. Legge^, quoting from the She King, 
refers to these records being mentioned by the Emperor Shun, 2255- 
2205 B.c. and further suggests that this Emperor instituted the arrange- 
ment of them into ornaments for use on the Imperial Sacrificial Robes. 
In attempting to understand the involved meaning of these emblems it 
will be seen that they are of four distinct classes : — 

(1) . Those representing early Chinese cosmogony. 

(2) . Those emblematic of the Emperor and Empress. 

(3) . Those symbolically representing early ritual. 

(4) . Those purely hieroglyphic in form and representation. 

Taken collectively they suggest the following interpretation 

The Emperor and Empress attend the solemn ritual sacrifices, held 
on the sacred mountains, to offer to the gods the sacred female plants 
of Hemp. In reply to this supplication the visible signs of lightning 
and the voice of thunder herald the pleasure of the Gods in granting 
the imperial prayers for rain. 

(a) represents the Jih or Sun drawn as a disc supported by 
clouds, embodying the outlines of the crow. It would appear to convey 
an attempt to portray the Yang principle in pictorial form. 

(b) represents the Yueh or Moon drawn also as a disc sup- 
ported by clouds but embodying the outlines of the Hare and Cassia 
Tree, suggesting a pictorial representation of the Yin principle. 

(c) represents the Using Chin ot three Stars joined together by 

lines : pictorially conveying the Yin and Yang principles in har- 
monious union>® ^ ^ 

1 The illustrations of the “Twelve Ancient Ornaments” (Pig. 63, p. 117), as also those depicting 
theyEight Happy Omens” (Fig. 64, p. 119), the “Seven Gems” (Fig. 65, p. 121), the “Eight Precious 
Things” (Fig. 68, p. 126), and Miscellaneous Symbols (Fig. 69, p. 128) are copied from those appearing 
in the maghificent Catalogue of the Walters' Collection of Oriental Ceramic Art, edited by Dr. Bushell, 
Ne_w York, 1897. The late W. T. Walters was one of the earliest and most assiduous collectors of 
Oriental ceramics, and his splendid collection covered every branch and type of Chinese porcelain, 
pottery and stoneware. The Catalogue, which is of an extraordinarily complete and authoritative 
character, is illustrated by a superb series of plates in colour and monochrome. 

2 jS/ze iCfMg, “ Chinese Classics,” Vol. Ill, part I, p. 80. 

Early Chinese Astrology embodied the belief that the stars in unison, appearing in the darkness 
of night, demonstrated symbolically the inseparable Yin and Yang principle of creation. 








(d) represents the Lung or Dragon and in its dual form is 
symbolical of the Emperor. 

(e) represents the Hua Chung portrayed as a pheasant or 
phmnix, symbolical of the Empress d 

(f) represents the Huo or pictorial rendering of lightning. 

(g) represents the Shan or Sacred Mountains embodying the 
five sacred peaks. 

(h) represents the Ts’ao or Aquatic Grass derived from the 
earlier female plants of Hemp, the sacred vegetable offering made to 
the God of Agriculture. 

(j) represents the Fx or Temple Vessels.^ 

(k) represents the Fu or Axe, the emblem of Imperial 
Sovereignty. 

(l) represents the familiar grain Pattern {Fin Mi). 

(m) suggests an involved representation of the ancient render- 
ing of the Cloud and Thunder symbol altered to embody as well the 
“ embroidered” symbol, inspired in all probability by the fact that 
during the Sung Dynasty these emblems had primarily become adorn- 
ments embroidered on the Imperial Sacrificial Robes. 

. BUDDHIST SYMBOLS 

1-m PA CBJ-HSIANGC' OR EIGHT HAPPY OMENS.” 

The Pa Chi-Hstang or “ Eight Happy Omens ” (FiG. 64) were first 
represented in the Arts of China following the introduction of Buddhism. 
It is the opinion of some authorities that the Chinese actually adapted 
these symbols from Lamaism. This, however, does not appear well 
founded, for this Tibetan form of Buddhism was unknown to the 
Chinese before the Mongol D5masty, whereas the Pa Chi-Hsiang are 
to be found represented in the sculptural decorations of temples 
erected during the Chin period, and also on Buddhist Altar Shrines of 
even earlier dates. It would appear safe therefore to assume that the 
introduction of the Pa Chi-Hsiang was effected by the Buddhist Monks 
upon the occasions of their visits to China during the ist century A.D. 

The Jade carvers have used the Pa Chi-Hsiang for decorat- 
ing their works since the Early Ming Period. Certain of these emblems 
supposed to have been imprinted upon the sole of the foot of Buddha® 
were used during the T’ang and Sung Dynasties. The Emblems 
usually considered to comprise the Pa Chi-Hsiang^ t2iken from a white 
jade bowl, Plate xxxv, are as follows 

Fig. a. The Lun or “Wheel” to-day considered symbolical of 
the law and the universal monarch, is usually portrayed as a whirling 
sphere surrounded by flames similar to a meteor which probably 
inspired its conception. Metempsychosis was an early Buddhist 

1 The artists of the Sung Dynasty often portrayed the mythological FSng Huang in this manner, 
influenced probably by Buddhism. 

3 Ivwill be noticed that these drawings show the Monkey and Tiger portrayed on the vessels, 
which is the characteristic Sung method of depicting Imperial Ritualistic sacrificial vessels. 

3 A stone bearing inscribed outlines of the emblems of Buddha’s foot is preserved in the 
T’ien-t’ai Monastery on the Western Hills near Peking. 
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doctrine and it was believed that Chwen-lun Wang^ “ The King of the 
revolving Wheel,” decided in what form the parting spirit of the 
deceased should be reincarnated ; hence the Lun in its earliest form 
symbolised the doctrine of transmigration. The ‘‘ Wheel ” is some- 
times replaced by a large “ Hanging Bell,”^ also inspired by the doctrine 
of metempsychosis, it being believed that the departed spirits revived 
upon hearing the tolling of the BelB ; further, the vibrations set up by 
its ringing were believed to deaden the torments which the soul would 
otherwise suffer pending its time of transmigration. 

Fig. b. The Lo or “ Shell,” symbolical of victory, supposedly 
connected with the couch-shell trumpet, which is blown in an effort 
to draw the attention of the spirits of the Ancestors, during certain 
religious services. 

Fig. c. The San or “ Umbrella,” deemed to be endowed with the 
power of raising storms of thunder and rain, and in other cases sym- 
bolical of the God of Night, possessing the power to cover the earth 
with universal darkness,^ thereby becoming the symbol of sovereignty.^ 

Fig. D. The Kai or “ Canopy,” believed by some authorities to be 
a flag. The actual significance of this emblem has not been positively 
allocated ; its streamers and jewelled tassels suggest the Shrine some- 
times carried by the Elephant, and it is thought that it may possibly 
represent the throne of Buddha, 

Fig. e. The or “ Lotus Bloom,” symbolical of the evolution 
of Buddhist worlds from eternal cosmic matter.® 

Fig. F. The PHng or “ Vase,” a symbol usually associated with 
Padmapani, Amitabha and Maitreya,® derived from the Kalasa, a vessel 
peculiar to Brahma. 

Fig. g. The Yil or “ Fish ” symbolical of abundance, rank or 
power and connubial felicity. This emblem is often represented in 
Buddhist Temples in the shape of drums and gongs. 

Fig, h. The Chang or “ Entrails ’’ emblematic of longevity. This 
symbol owes its origin to the ancient custom of cutting open the 
abdomen of the sacrificial animals thereby to divine from the length 
and position of its entrails the span of years of prosperity to come, 
and the opportunities of the Gods satisfactorily answering the supplica- 
tion to be put in the ensuing ritual.’^ 

THE CH’/ OR SEVEN GEMS, 

The Ch'i Pao are the attributes of the universal monarch derived 
from Buddhism, and usually appear upon the base of the throne in 

1 Compare Hzvo-vm-ytn. 

^ Compare Liang-part ts’iu-yii-hoh and Shi zven lei tsi. 

3 Compare Edkins, Chinese Buddhism, p. 240 and Hackmann, Buddhism as a Religion, p. 215. 

^ Compaxe'Bush.eW, Oriental Ceramic Art, p. r iz. 

s "QqA, A Catena of Buddhist Scriptures from the Chinese, p. X. 

6 Compare Getty, The Gods of Northern Buddhism, p. 59, and Johnston, Buddhist China, 
p. 285, note 2. 

Compato Bushell, Oriental Ceramic Art, p, 112. 
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THE CH’J PJG, OR SEVEN GEMS 
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Buddhist temples. They have been utilised by the Jade carvers as 
subjects for both statuette carvings and motives of decoration and 
appear in their works from the Sung Dynasty onwards. They are as’ 
follows : — 

Fig. a. The Chin Lun or “ Golden Wheel ” symbolical of Victory 
and believed to herald the advent of a Chakmvartti Raja. In all 
probability derived from the ancient Aryan sun emblem, used during 
the Vedic sun- worshipping ceremonies. ^ 

Fig. B. The Yii Nil or “ Jadelike Girl ” reputed to have been the 
beautiful consort of all just Rulers, is in all probability of purely 
Chinese conception, evolved from the mythical Princess Miao-Shen. 

Fig. C. The Ma or Horse symbolising the horse-chariot of the 
Sun and evolved from the form of the celestial steed. ^ 

Fig. D. The Hsiang or Elephant evolved from Indra’s elephant- 
Airdvata, the reputed courier of the sacred Jewel of the Law. 

Fig. E. Chu Ts^ang SMn^ “ The Divine Guardian of the Treasury,” 
reputed to be the Minister who regulates the affairs of the Empire, 
derived from the Brahmanic deity Kuvera and one of the Catur 
Maharaja or Four Heavenly Kings. 

Fig. F. Chu Ping CK^in, “ The General who Commands the 
Army,” divinely invested with the power to overthrow all enemies. 

Fig. G. The Ju I Chu, “ The wonder-working Jewels,” capable of 
fulfilling every wish. 


TAOIST SYMBOLS. 

The Pa An Hsien or eight emblems of the Taoist Immortals are 
perhaps the chief symbols under this heading. The Jade carvers of 
the Ming and Ch’ing Dynasties have portrayed them in varying forms 
as motives of decoration. Fig. 66 represents the eight as carved on a 
pair of translucent Jade bowls and covers of the Ch’ien Lung period. 
They are as follows 

(a) The Fan {Shan) considered to be possessed of the power to revive 
the souls of the dead, emblematic of Chung-li Ch’iian, sometimes 
replaced by the flywhisk {ying shua). The origin of these emblems 
are obspure, the fan seemingly being of earlier introduction than 
the fly-whisk, which latter is a Buddhist emblem derived from 
India, ^ significant of the first commandment, and represented in 
Taoist writings as an implement of magic. Possibly akin to that 
ascribed to the fan. 

(b) The Sword (Ckien) used by Lu Tung-pin. Emblematic of victory 
and Celestial serenity. 


1 Williams, Outlines of Chinese Symbolism and Art Motives, p. 421. 

2 T'he Chinese Repository, Vol. VII, December 1838, Art. i, p. 396. 

3 Compare Couling, Encyclop eedia Sinica : Fly-whisk. 




(c) The Pilgrim’s Gourd (Hu 4 u). Emblematic of Li T’ieh-kuai and 
symbolising necromancy. This emblem is sometimes portrayed 
with the crooked iron staff (kun) of the lame beggar, which joint 
representation means Celestial interpreter. 

(d) The Castanets (Pan) attributed to Ts’ao Kuo-ch’iu. Emblematic 
of revival in a similar manner to the Buddhist Bell. 

:(e) The Basket of Flowers (Hua Lan) carried by Lan Ts’ai-ho, some- 
times combined with the spade (chan). Emblematic of Pietistic 
superlativeness. 

(f) The Bamboo Tube and Rods (F« ku), the symbol of Chang kuo. 
Emblematic of longevity and pious affection. 

(g) The Flute (Ti) played by Han Hsiang Tzu. Emblematic of the 
seat of life and intellect. 

(h) The Lotus Flower (Lien Hua) possessed by the Virgin damsel Ho 
Hsien Ku. Emblematic of fertility. 


THE HUNDRED ANTIQUES (PO KU). 

Many vase and involved utensil forms are used in the decoration or 
the Ch’ing jades, most of which belong under the heading Po Ku^ of 
“Hundred Antiques.” The four most frequently met with are the 
ChHn, CHi, Shu, Hua. These four symbols are emblems of the 
Chinese scholar depicting the “ Four Accomplishments — music, 
games, calligraphy and painting. Fig. 67 depicts drawings copied from 
a representation of them on a White Jade bowl belonging to a Chinese 
literary scholar. 

Fig. A depicts the set of books tied together by ribbon. Emblematic 
of calligraphy. 

Fig, b depicts the two scroll paintings tied together by ribbon. 
Emblematic of painting. 

Fig. c depicts the lyre encased in a cloth wrapper. Emblematic of 
music. 

Fig. d depicts the Go-board (Wei-ChH) with two round receptacles 
for the black and white “ checkers.” Emblematic of games. 

THE EIGHT PRECIOUS THINGS {PA PAO) 

(a) The Jewel or Pearl (chu). The dragon is generally depicted 
pursuing this jewel. It may be considered to represent the 
Buddhist j ewel of the law and the symbol of a universal monarch . 

(b) The “ Cash ” derived from the round copper coin pierced 

with a square hole in the centre for convenience of stringing. 

(c) An o^&n loz&iigQ {fang’-sking) with ribbons entwined round it. A 
symbol of victory or success. 

(d) a pair of books (shu) strung together by a ribbon. This is one of 
the four symbols of the Chinese scholar, representing elegant 
accomplishment, referred to above. 








(e) a solid lozenge (fang-sheng) derived from the open lozenge. 
Usually the form taken by one of the musical Jade stones. 

(f) a ch’ing or musical stone of jade, struck with a hammer. Both a 
Taoist and Buddhist musical instrument. The ch'ing is a very 
ancient instrument ^nd great pains are taken in ancient Chinese 
writings to explain and detail its mode of form and construction. 
A set of sixteen stones of different sizes and thickness, form the 
pien chHng or ‘‘ Stone chime.” 

(g) a pair of horns {Chueh) emblematic of plenty, similar to the 
cornucopia. 

(h) An artemisia leaf (ai yeh). A fragrant plant of good omen used 
from ancient times for the “ moxa.” 

MISCELLANEOUS SYMBOLS. 

Various well known devices were and still are embodied in the 
decoration of many types of jade carvings and they invariably possess 
a symbolic meaning. They are not introduced for the purpose of 
indicating the work of any particular carver or School of Craftsmen. 
The practice adopted by the potter of marking his wares with his 
name or the place of manufacture was not followed by the jade crafts- 
men, but during the Ch’ien Lung period choice pieces of jade wrought 
in the Imperial workshops usually' bore the Imperial Seal Mark in 
addition to the decorative symbols introduced by the craftsman. 
Among the symbols most frequently met with in jade carvings are the 
following : — 

(a) The Swastika : a mystic emblem of great antiquity, mentioned in 
the Ramayana and found engraved on certain of the rock temples 
of India. Emblematically used by Teutonic nations to symbolise 
Thor. In China the Swastika symbolises esoteric doctrines of 
Buddha. It is one of the io8 figures reputed to be imprinted on the 
sole of Buddha’s foot. It appears as the emblem of all deities 
worshipped by the Lotus School, who believed it to symbolise 
the Heart of Buddha. The first drawing in Fig. 69 depicts 
the Swastika combined with the Lozenge and in this form it is 
often found embodied in the decoration of ritual vessels in Jade of 
the Ch’ing Dynasty. 

(b) Th.Qpao ting or precious censer : a crudely designed representation 
of an antique bronze vessel possessing three or four legs. This 
emblem appears from very early times as a form of decorative 
embellishment for Jade vessels of various types, and it seems likely 
that it actually represents one of the earliest measures of capacity of 
the Chinese nation. 

(c) The Lien Hua ot Lotus flower, sometimes portrayed amidst waving 
reeds, symbolising Buddhistic enlightenment. When the Lotus is 
used by the Jade carver as a subject of decoration it is sometimes 
encased in fillets entwined with ribbons. This sacred symbol 
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representation with its attendant adornments represents “ The 
halo emanating from the mystic flower.”^ 

(d) The Ling-chih or “ Sacred fungus ” is emblematic of longevity and 
is derived from the ancient custom of placing dried cuttings of this 
plant upon the altar of Taoist Temples. It is portrayed in various 
ways by the Jade carvers of different periods ; when represented 
placed in the centre of three or five blades of grass it is a symbol of 
the greatest ritualistic importance. 

(e) The Mei Hua or “ Sprig of Prunus.” Emblematic of longevity in 
a similar manner to the Pine {Sung) and Bamboo (Chu). The Mei 
Hua derives its significance from the fact that it flowers before any 
leaves appear, and lives to a great age ; the ancient Chinese per- 
ceived therefore in this plant an excellent subject for emblematic 
use. The Pine and Bamboo owe their place in the plant emblems 

. of China because they are evergreen and flourish during the winter 
after the passing of other shrubs and trees. 

(f) The Hu or Hare is perhaps one of the most popular of the animal 
emblems of the Chinese, and is found in company with the 
Deer and Tortoise. 

(g) The Pi ting ju-i “ May (things) be arranged as you wish.’^ 

Buddha’s foot-prints. 

The symbols supposedly imprinted on the sole of Buddha’s foot 
(Scripdda) are io8 in number corresponding to the io8 names of the 

Brahmanic deity Vish- 
nu. In the Vindya- 
sutra it is suggested 
that these symbols were 
evolved from the forms 
evoked by tears shed at 
the feet of Buddha by 
sinful women. 

Mr. Williams tells 
us^ that the imprint of 
these characters was 
recorded on a stone at 
Kusinara in the year 
477 B.c. when Buddha 
stood facing the South 
at this place. Fig. 70 
(reproduced froni 
Williams’ excellent 
book, Outlines of Chinese 
Symbolism and Art 
Motives, hj k i n d 
permission of the 
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Fig. 70 

1 Williams, Outlines of Chinese Symbolism, p. 256. 

2 Williams, of Chinese Symbolism, p. 192, 



Author and of Kelly & Walsh Ltd., its publishers) shows a tracing from 
one of the “ Buddha Foot Stones.” It will be noticed that many of the 
outlines are quite familiar, being used as emblems in other groups of 
Chinese characters. Dr. Bushel! tells us that of the large number of 
symbols imprinted on the Foot of Buddha only 65 are easily dis- 
tinguishable.^ The Jade carvers of the Ming and Ch’ing Dynasties 
have portrayed involved representations of these symbols in the 
decoration of their works. The designs most often met with are : — 

The Swastika, symbolical of Buddha’s Heart. 

The Wheel, symbolical of dominion and “ Universal Kings.” 

The Lotus, symbolical of self creation. 

The Triple Lotus {Tri-rdtna or “ Three Treasures ”) symbolical 
of the three Triads of the Tantra School of Buddhism, founded by 
Asangha, a Buddhist monk of Gandhara, comprising Nirvana Buddha, 
Lochana Buddha and a Manuchi or human Buddha.^ 

The five sacred peaks shown on the heel. 

The Jii-i, representing one of the Saptaratna or “ Seven Gems.” 

The Twin fish (Ts’ih-pad), the shell, the jagged thunderbolt usually 
held in the hands of Jen-teng, mistaken by early Chinese painters for a 
pagoda,® and even to-day regarded by some as a representation of the 
Flaming Pearl ; and other well known representations which have 
obviously been adapted from Brahmanism.^ 

1 Bushell, Oriental Ceramic Art, (Walters’ Collection), p. 114. 

2 Chinese Superstitions, Vol. VI, p. 132. 

3 Compare Mayers, Chinese Readers Manual, p. 161, and Giles, Chinese Biographical Dictionary^ 
p. 600. 

* Monier- Williams, Buddhism, p. 221. 
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A NEPHRITE VASE AND COVER 

i'eprcs^ntation ; masks support two loose rings at neck. 
Ch len Lung Period, ^A.D. 1736-1795- H. 28.5 c.m. 

{In the Collection of Sir John Buchanan-Jar dine, Bt.) 








A JADE VASE AND COVER 

Cai ved in relief with mask handles and fret shoulder adornments, ornamented with conventional 

archaic dragons and tiger masks. 

Colour : _ Spinach Green, bearing light and . dark shadings with underlying bluish sheen. 
IvangHsiPeriod, A.D. 1663-1723. _ ^ ^ 

{In the Collection of H.R.H. The Duke of Kent, and included 
by His Royal Highness' Permission.) 



CHAPTER XV 

PLANT AND FLOWER FORMS IN JADE CARVINGS. 

THE Peach {Tao-shu), the Pomegranate (Skih-liu) and Buddha’s 
Hand Citron, ^ are known as the Three Abundances, symbolical of 
longevity, fertility and happiness. 

THE PEACH. 

The Peach, according to Chinese Superstitions^ and to De Groot,^ is 
a symbol of the vernal sun, by whose influence it bursts into blossom 
before any green or leaf appear ; it is deemed, therefore, to possess more 
vitality than any other tree and on this account it became one of the 
symbols of longevity and immortality. 

According to early Taoist mythology, the peach was a sort of 
talisman in the quest of everlasting life.® It is recorded that the 
founder of the Ts’in Dynasty (246-209 b.c.) ate the peach in an attempt 
to attain immortality. 

It may be that the carvers of the Ming Dynasty were inspired to 
place peaches in the hands of their statues of the gods by memories of 
the ritual worship of the Sun in bygone centuries, when, according to 
De Groot and Biot,^ the Emperor having a Ta kuei in his girdle and Chen 
Kuei in his hands offered, during the Spring, the Sacrifice to the Sun 
in the morning.® The Chen Kuei here referred to being replaced by the 
peach. 

There is no doubt that this fruit, traced to remote antiquity in the 
mythological annals, was used by the jade carvers, as early as the Sung 
Dynasty, though only in exceptionally few instances. By the latter fi| 

part of the Ming Dynasty the peach form was being used for Wine | 

Ewers.® Also very fine carvings of Shou Lao, the God of Longevity, 
with the peach, were made during the Mid Ming period (see Plate 
cxxxviii). As a general rule, however, the majority of statuettes 
comprising the peach .owe their origin to the Ch’ien Lung period, ^ A 
mottled white jade carving of the peach in the form of a box, used during 
the Wedding Ritual, is shown in Plate cvii. With the peach we find 
the Deer, Tortoise and Stork — each an emblem of longevity. 

THE pomegranate. 

The Pomegranate {Shih-liii) is the emblem of fertility, and in particu- 
lar of the birth of numerous sons, first, on account of its natural ability 
to cast its many seeds, and secondly, and perhaps still more, from the 
pun on the word Tzu — ^which means offspring or progeny, as well as 
seed, grain or stone. The pomegranate {Punica granatum) was not 

1 VoI. V, pp. 504-505- 

2 The Religious System of China, 

3 Mayers, CAzneJfi Rearfm Manwa/, “ T’ao ” (the peach), p. 213. 

^ VoL I, p. 484. 

5 Laufer, yarfe, p. 82. 

0 Plate cxLix, Fig. 2. The Art of the Chinese Potter, }ioh^on a.nd¥ieth.^xington. 




131 


introduced into China untii the beginning of the Christian era — ^when 
it was brought from Central Asia. It is not surprising, therefore, to 
find that its first appearance in jade was during the _Ming Dynasty, 
when small pomegranates were made for betrothal gifts — sometimes 
in the form of vases in the shape of the fruit-~at other times, merely as 
symbolical representations of the fruit fully ripe. 

THE BUDDHA’S HAND CITRON.^ 

The Buddha’s Hand Citron, or finger-citron {Citrus decunana) the 
symbol of happiness, appears to have been used first by the jade 
carvers during the Ming Dynasty, during which period it was also 
introduced to form emblematic decoration. 

In an extensive search of records of known jade carvings, I have 
been unable to trace any representation of this fruit and tree by any jade 
carver which reasonably could be ascribed to an earlier date. It is 
significant that Dr. Laufer does not mention it anywhere in his book on 
Jade, nor that any other writer has given more than a few words to it. 
The Chinese frequently utilised it, together with the pomegranate and 
sacred peach, as part of the altar decoration of Buddhist shrines. Plate 
CXI, from the Collection of Mrs. Butter, portrays an excellent carving 
of a Buddha’s Hand Citron in the form of an altar vase, carved during 
the Ch’ien Lung period and bearing the imperial Ch’ien Lung seal 
mark. 


THE LOTUS. 

The Lotus {Nelumbium speciosuw)^ the Chinese emblem for purity 
and numerous progeny,^ has been immortalised by Buddhism, flower, 
fruit and petals being all symbolic. The Lotus represents the evolution 
of the Buddhistic worlds from the eternal cosmic matter.® In short, it 
is the emblem of purity, and typical of Buddhist India"^ ; being 
derived from the Indian water -bean. Its roots are of jade -like 
whiteness, and glistening drops of water resting on its spread leaves, 
are symbols of Buddhist enlightenment. 

The appearance of the Lotus in jade carvings probably followed the 
official introduction of the Buddhist faith into China, A.D. 67. There 
is recorded in th.t Ku yU f u p’uy a jade headpiece of a girdle pendant in 
the shape of an inverted lotus leaf — this, according to the manuscript, 
is of the Han period, but Dr. Laufer discredits this attribution, and 
suggests that is is more likely to have been made in the T’ang period. 
It is certainly an innovation from any previous design or motive . This 
plant appears in jade decoration during the Sung Dynasty, and by the 
commencement of the Ming Dynasty the design, like the Prunus, was 

, ^ A peculiar kind of inedible citron (ciim medica) running almost entirely to rind and ter- 
minating in long fingers. It has a very powerful and fragrant odour. It is nailed on altars at 
Chinese New Year and other festivals. Its juices were used to wash linen and scent the hands. 

Chinese Superstitions, ’Vol.N, 

® Bealj A Catena of Buddhistic Scriptures from the Chinese, p. ii. 

^ Compaxo Getty, The Gods of Northern Buddhism, p.ijz. 



PT.ATE CXI 



A TKANSLUCENT NEPHRITE CARVING IN THE FORM OF TFIE FINGER-C/TROA^ 
Bearir^^ the Imperial Ch’ien Lung Seal Mark. 

Ch’ien Lung Period, A.D. 1736-1795. FI. 14 c.m. 

{In the Collection of Mrs. Butter.) 


Colour : Dark Green, speckled Black. 





PLATE CXI I 


A TRANSLUCENT NEPHRITE WINE VESSEL IN LOTUS BUD FORM 

age Green. Early Ch’ing Dynasty, area A. D. 1650. H. 18 c.m. W. 12 c.m..) 

{In the Collection of Frank H. Fulford, Esq.) 


Colour 




PLATE CXIIT 





A JADE CASKET AND COVER OF BRONZE FORM 
Colour : Opaque dark Green. H. 10.6 c.m. W. 14.4 c.m. 

Ch’ien Lung Period, a.d. 1736-1705. 

(In the Collection of Sir John Buchanan-Jarditie, Bt.) 



A JADE BOWL 

Carved in bold relief with flowering Prunus and SacriiS Fungus 
From the Imperial Collection in the Summer Palace, Peking 

Colour : Mutton fat. A, H. 8 c.m. W 18.9 c.m. 

Ch ien Lung Period, A.D. 1736-1795. 

(In tJie Collection of Dr. J. W. Fisher.) 






PLATE CXIV 







ONE OF A PAIR OF JADE BEAKERS {KU) OF BRONZE FORM 
Colour: Dark Sage Green. Ch’ien Lung Period, a.d. 1736-1795. H, 22.7 
W. 12.7 c.m. {Formerly in the Collection of Dr. R. He 





already established as a favourite with the craftsman of the Ch’ing 
Dynasty, By the _i6th century we perceive a different manner of 
rendering this design, suggesting Persian influence, and it seems 
probable that the carvers copied the lotus scroll design {Hui Hui Win) 
of the contemporary ceramic artists. By that time, several carvers 
were using the stalk, flower and leaf of the lotus in their carvings, 
and Laufer’s Jade^ shows a pleasing example of this era in the form 
of a bowl. Another example is shown in Plate cxii, where the Lotus 
bud has been artistically introduced into the design of a wine vessel. 
Under the Ching Dynasty we find the lotus portrayed with an intricate 
skill and symbolic grandeur that would appear impossible for human 
hand to realise. 

THE FLOWERS OF THE FOUR SEASONS. {SSU CHI HUA) 

Spring .. The Peony Paeonia Mutan 

Summer . . The Lotus Nelumbium speciosum {Lieun 

hud). 

Autumn . . The Chrysanthemum C. indicum [Chu hud). 

Winter . . The Plum Prunus Mumei (Met). 


THE FLOWERS OF THE TWELVE MONTHS. 


January 

February 

March 

April 

May 

June 

July 

August 

September 

October 

November 

December 


Prunus 

Peach 

Peony 

Cherry 

Magnolia 

Pomegranate 

Lotus 

Pear 

Mallow 

Chrysanthemum 

Gardenia 

Poppy 


Prunus Mumei (Mei hud ) . 
Amygdalus Persia {T^ao hud). 
Paeonia Mutans [Mu tan). 

Prunus pseudocerasus [Ying fad).. 
Magnolia Yulan [Yu Ian). 

Punica granatum [Shih Uu). 
Nelumbium speciosum [Lien hud). 
Pyrus spectabilis [Hai fang). 
Malva verticillata [ChHu Ifuei). 

C. indicum [Chu hud). 

Gardenia florida [Chih hud). 
Papaver somniferum [Ying su). 


THE SACRED FUNGUS [UNG-CHIH OR FUH-LING). 

The Sacred Fungus according to mythology grew in the lands 
inhabited by the Immortals. It is a matter of conjecture what type of 
fungus was first adopted as an emblem by the Chinese. Mythology, 
however, suggests that the Fuh-ling [Pachyma Cocos or “ China rooC'^y 
the sponge-like growth which forms at the roots of the Pine Tree, was 
in reality their earliest inspiration. 

We know that the early Taoists ate^ resin, believing that by so doing 
they would attain immortality. Also it is recorded^ that Kiu-sheng, 

1 Plate XLV. ' 

De Groot, The Religious System of China, Vol. IV, p. 297i and Dord, Chinese Superstitions. 
Vol.' V, p. 724 . 

cc 
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the founder of the Shang Dynasty (1766 b.c.) attributed his long life to 
the fact that he consumed the gum of the pine. 

Ch’u Siao San, a writer of the ist century b.c., tells us, in the 
Historical Records, that the “ hidden soul power is the root of the 
millenial pine, which when eaten causes one not to die.’^^ 

De Groot^ tells us that “ . . . The ancient Chinese believed that 
very old trees housed spirits® ; on account of this, tree and plant 
worship became general. Centennial trees were believed to be able to 
produce blood should an attempt to fell one be abortive. In the time 
of Wu-wang (12th century b.c.) the inhabitants of Yung Chow offered 
sacrifices at the foot of a large tree which housed a Sheny Very 
probably it is this belief in a great tree (and the pine is certainly one) 
that assists to establish which fungus actually inspired the Sacred 
Fungus design. It is known that at the foot of the pine tree a growth 
of the Agaric family, the Fuh-ling {Pachyma cocos) is often found. 

From the jade collector’s point of view the decoration of the jade 
carving Yii,^ which resembles those in the Ku yii fu p^u, is worthy of 
special notice. Is not this carving one of the earliest renderings in jade 
of the formula from which the Sacred Fungus was derived .? Or, as is 
suggested by “Dame Una Pope-Hennessy,® might it not have been 
derived from a gradual transformation of the cloud spiral decoration 
of the early jade carvers’ symbolical representations, the head, as 
in the Dragon carvings, being represented by symbolical clouds ? 
Later in the Han Dynasty the dragon appears, belching clouds from 
the mouth and, later still, the clouds envelop the entire head of the 
monster, which in course of time is transformed, appearing as the sacred 
fungus.” 

It is apparent that the origin of the portrayal of the Ling-Chih is 
wrapt effectively in remote antiquity, and must be traced with an open 
mind. My impression is that the earliest carvers were producing the 
more material Agaric, the Fuh 4 ing, or growth from the root of the pine 
tree which is sponge-like and porous, instead of the Ling-Chih. 

The Ling~Chih according to Bretschneider® belongs to the Agaric 
family {polyporus lucidus) and was chosen as an emblem of good omen 
by the Chinese on account of its natural ability to absorb the vapours 
of the earth. Some authorities are of the opinion that this fungus was 
introduced to the Chinese as an emblem from India, and support to this 
theory is forthcoming by the fact that representations of this form of 
fungus in the works of the Jade carver do not seem to appear before 
the use by them of the peach and bat, which suggests that it most 
likely was inspired at the time of the introduction of Buddhism. If 
this line of thought is pursued it assists us to understand the intro- 
duction of the Ling-Chih in carvings of the Ming Dynasty, in which it is 

1 De Groot, VoL IV, p. 299. 

2 Ibid, p. 280. 

s Compare the Greek Hamadryads (see W. S. Landor’s poem “ The Hamadryad ”)• 

* Pope-Hennessy, p. 72. 

^ Jade, p. 79. _ 

« Botanicon Sinicum, V&ns z and 2- 
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A PAIR OF CYLINDRICAL LIEN (CASKETS) AND COVERS OF EARLY 

BRONZE FORM 

Intricately pierced and carved with floral representations of the T’ao T^ieh mask and a pair of 
Phoenix of archaic design. 

Colour : Translucent Apple and Emerald Green. H. 36.7 c.m. Diam. 8.5 c.m. 

Late 19th century. 

{In the Collection of Frank H. Fulford, Esq.) 














PLATE CXVr 



A TRANSLUCENT JADE BEAKER VASE OF EARLY BRONZE FORM 


Carved in bold relief wth representation of the T’ao T’ieh and conventional leaf and key- fret 

^ designs, A-'. 

Colour : Pale celadon Green. ^ 

Early Ch’ien Lung Periodj «>ca A,D. 1740, 

{In the Collection of H.R.H, The Duke of Kejit and included 
by His Royal Highness^ Permission.) 




found portrayed in conjunction with the peach and bat and, furthermore, 
as it was primarily significant of water, its connection with the dragon as 
a rain deity would be in symbolic harmony. 

The previous mythological connection of the Sacred Fungus with 
Longevity is portrayed by its representation in conjunction with the 
Crane, Stag, and Pine Tree, all of which individually symbolise great 
age, and it may well be that for this reason it was embodied in the 
ancient Ju-i sceptre. 

During the Ming period the Ling-Chih is crudely represented as 
a form of decoration in high and low relief. During the Ch’ing Dynasty 
many excellent carvings in which it appears were created. Plate cxiii 
portrays an exceptionally fine white Jade Bowl, now in the Collection of 
Dr. J. W. Fisher, and said to have previously been in the Imperial Col- 
lection of the Emperor Ch’ien Lung. This specimen is adorned in bold 
relief with a representation of the Sacred Fungus. 

The introduction by the carver of a tuft of grass interwoven in his 
representation of the Sacred Fungus, was an innovation which seems 
to have commenced in the carvings of the Ming Dynasty, and is 
accounted for by the Chinese belief that the Sacred Fungus is more 
potent, symbolically, after a tuft of grass has grown through its sub- 
stance. Several authorities have been puzzled by this inclusion which 
appears to be a representation of some foreign leaf-like plant 

1 Compare Bushell, Oriental Ceramic Arty p. 117. 
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CHAPTER XVI 


VASE FORMS IN JADE. 

THE numerous carved jade vases dating from the commencement of 
the Sung Dynasty to the present time are of four distinct types, 
namely : 

(1) Those which are copies of earlier ritual bronze vessels and were 
themselves made for a like purpose. 

(2) Those objects made solely for use on the family altar and for other 
Private Ritual Services. 

(3) Those^ vases which were made to serve as objects of use in the 
reception rooms and libraries of the Imperial household and of 
other wealthy Chinese families. 

(4) Those made for the same patrons, but primarily for decorative 
purposes. 

Under the first heading may be classed the various incense burners, 
libation cups, and altar vessels. An outstanding example is the emerald 
green jadeite incense burner from the Imperial Collection of the 
Summer Palace illustrated in Plate cxvii. This carving is an excellent 
example of the fine coloured jade which was held in great esteem during 
the Chhen Lung period ; it is perhaps one of the finest specimens of 
translucent emerald green jadeite at present in Europe. Another 
example of this period derived from the same source, and lavishly carved 
with archaic ornamentation, is shown in Plate cxviii. It is of trans- 
lucent green colour and displays a refined grace of line not always 
associated with the carvings of this late period. 

The Libation cup illustrated in Plate xxxiii, which is in the 
Collection of Dr. J. W. Fisher, provides a good comparison between the 
form and style of the ritual vessels made for private individuals during 
the Mid-Ming period and the later decorated types. This vessel 
possesses much strength of design, and retains many of the ancient 
characteristics of form and decoration. It is also interesting as showing 
the first signs of that tendency towards flamboyancy which became 
more marked in later carvings, commencing with the Ch’ing. Dynasty, 
and which finally became distasteful, as is seen in many pieces of modern 
commercialised jade. 

To assist in describing the objects which come under our second 
heading, namely, those made for religious use in Private Rituals, 
important information may be obtained from the following Chinese 
writings *— (Chap. V, Tseng tze wen) ; ch'ao-chw'an : 

“ Treatise on the Infernal regions” ; Peh-huf ung : ''Kxm.2ls of the White 
Tiger,” written by Pan Ku during the Han Dynasty, circa a.d. 85 ; 
Yao liu lu shu; 2j\Yi Ptmg-skm-kia li-tsig-shwoh. 

To reach an understanding of the forms which come under our 
third heading, abbreviated quotations from two Chinese writers, Yuan 
Hung-taoVand Chang Ch’ien te^ will be helpful. Yuan says, “ Among 

iPz«^j&7z(“HistoryofVases”)- 
^ P’ing hua p’u. 

IS7 EE- 


vases in private collections, the finest are in the forms of ancient beakers 
{hi) with trumpet-shaped mouths ; next come copies of the forms made 
in the Imperial potteries of the Sung Dynasty, which are slender and 
graceful ; Vases for the decoration of the Scholar’s study ought not to 
be large and heavy, and those most attractive, are those shaped like 
paper beaters; those with goose necks ; those fashioned in the shape of 
fruit and sacred plants, flower bags or baskets, and flower beakers {hua 
tsun) used to hold the divining rod and those of bulrush-shape. Any 
of these that are short and small are suitable for engraved decoration.” 

An exceptionally fine example of this ancient beaker type referred 
to by Yuan in the foregoing paragraph, is in the Collection of His 
Royal Highness the Duke of Kent and is illustrated in Plate cxvi. 

Chang when describing the selection of vases for floral decoration 
says that the ‘‘ larger vases are placed in the reception hall, the smaller 
in the library. Rings and pairs are to be avoided, and special attention 
is to be given to rarity and beauty. The mouth of a vase should be 
small and the foot thick, so that it may stand firmly and not emit 
unpleasant vapour.” 

The fourth classification comprises objects made principally as 
decorative ornaments. To this division belongs the great majority 
of the vases and carvings found in Hardstone of the Ming and Ch’ing 
Dynasties. These, although made primarily for decorative purposes, 
are in their forms the lineal descendants of the earlier flower vases, wine 
receptacles, and ritual vessels. Examples in this division include 
screens for windows and plaques for bed carvings ; representations of 
mythological stories for the long side-tables placed in the reception 
hall ; small vases for the toilet table, bowls, teacups, wine cups, dishes 
and platters for everyday use, also marriage cups, of elaborate design, 
and pans and jars of manifold forms and capacity. 

THE HOUSEHOLD ALTAR. 

From remote ages the Chinese have possessed their family Altars^ 
which are placed in the principal room of the house, and occupy an 
honoured position on the Kung-choh (Long table). The objects 
usually found in a miniature shrine are as follows : 

A Jade Tablet bearing an inscription, usually concerning the “ Gods 
to whom is offered incense ” ; a pair of pricket candlesticks ; and, in 
the centre, an incense burner. To these may be added a statuette of 
Kuan-yin, or of other divinities. 

OBJECTS USED IN THE RITUAL BEFORE BURIAL. 

On a table placed at the head of the coffin before burial, the following 
objects are laid :^-™In the centre of the table, a tablet or screen inscribed 
with the name of the departed spirit ; immediately in front of this 
screen, a small lamp, of the type shown in Fig. 71 ; on each side of the 
1 C^ow Li, Chu-shu (“ Glossary of the Chou ritual ”). 

Doolittle, Social Life of the Chinese, Vol. I, p. 207. 

138 



3 O 

C5 

Pot; 

CO 3 
^ 52 Qh 

W o & 

^ '5 « 

^ +3 
c3 C jn 
n 3 "O 

O M cS 
h , dj OJ 

6 

OJ 

W iJ 
Q-H 


^ rt c o S/ 

u ?; « 3 

, U H M •t 

h « Q^ 

y' s: a c 


2; -c 0 ^ c 


P13 "O’U 

iJ33 C S 


b 3 T3 I 

< s ' 




PLATE CXIX 



A VASE AND COVER CARVED IN NEPHRITE 
Carved in relief with a representation of the Isles of the Blest, stags, 
bats, and the Yin and Yang symbols. The handles on the neck of the 
vase are of hydra form. 

Colour : Apple Green with splashes of Emerald. 

K’ang-Hsi, a.d. 1662-1722, H. 22.5 c.m. W. ii.o c.m. 

{In the Collection of the Author.) 



PLATE CXX 



A JADE PI (RITUAL DISC) 

Carved in relief with T'ao T’ieh, Tiger and Ox Masks. 

Colour : Green, splashed Orange, Brown, Black and speckled Yellow and Red. Diam. 1S.5 c.m. 
Early Ch’ing Dynasty, nVcn a.d. 1700. 

(In the Collection of His Majesty The King and included by His Majesty’s gracious permissioti.) 



lamp, a pricket candlestick flanked on the right hand side by a large pure 
white bowl, which contains usually an uncooked chicken, with the head 
placed towards the coffin. Between the lamp and the screen is placed an 
incense burner,^ and at the rear of the table, on the left of the tablet, the 
“ rice offering ” (Tao-feu-fan) in another plain white bowl. To these 
essential objects are sometimes added a wine cup, ajar of wine, a pair of 
chopsticks, a wash-hand basin, and a pair of shoes, the soles of which 
have been cut in two.^ A drawing depicting the general arrangement 
of these objects is shown in Dore’s Researches into Chinese Superstition, 
VoL I, Fig. 24. 

Fig. 71 taken from Wu Ta Ch’eng’s book illustrates a typical lamp 
used in connection with this ritual. He describes it as of a soft cream 
shade and assigns it to the Han Dynasty, but considering its form and 
especially the intricate lotus motive design of its base, I am of opinion 
that it belongs to the Sung Dynasty. The actual lamp shown in this 
drawing is now in the important collection of Mrs. William H. Moore, 
New York. 




Fig. 71 

VESSELS USED IN PRIVATE ANCESTRAL WORSHIP. 

The general arrangement of the objects used in the Solemn Ritual 
Sacrifice of Ancestral Worship , which originated at the very birth of the 
Chinese nation,® comprises six bowls containing wine, meats, fruit and 
vegetables® and, as in other rituals, the screen,^ incense burner, and 
pricket candlesticks. 

THE wu RUNG. 

The Wu Kung,^ or set of five sacrificial utensils, was an essential 
part of the ritual “ regalia ” of an Ancestral Temple. The vessels were 
placed in the foreground on a special table set apart for them. The 

1 Plate XVIII — Laufer : Archaic Chinese Jades in the Bahr Collection, portrays the jade cover- 
ings sewn on to the bottom of these shoes : these specimens are of the Chou period. 

2 Tze-chi t'ung-kien kang-muh : Chou Li chu-shu : Chou Li t’ien kwan shen-fu, and T’ung-suh- 

(Record of Popular Customs). 

3 Li Ki, Chap. T’an-Kung, Sect. II, Part 11, No. 8. 

Ming-tu-muh t’ing-yii Ki~ fan. 

3 Chinese Exhibition Catalogtie, Ho. zso^. 


centre piece consisted of an incense urn (an outstanding example of 
such a vessel, of the Ch’ien Lung period, is in the Collection of Her 
Majesty Queen Mary and is illustrated in Plate xliii), flanked on either 
side by two pricket candlesticks (see Plate xci) and by two side pieces. 
These side pieces were changed at each season.^ 

In the Spring are used a pair of rhinoceros vases {hsi tsun) ; in the 
Summer, a pair of elephant vases (hsiang tsun) ; in the Autumn, a pair 
of cup -shaped vessels {chu tsun) ; and in the Winter, a pair of plain 
ovoid vases with spreading lips (hu tsun). 

The incense urn forming the centre piece remained unchanged. 
These sets of vessels were used on Taoist and Buddhist altars, and in 
later times in the larger Chinese houses. 

In some cases a single censer is used on the private altar, which may 
be of various forms, in others, a tazza-shaped cup, “ ChHng shiu wan ” 
(pure white bowl), or a plain pure white bowl, flanked by a pair of 
Lions (see Plate lxvii), was used to hold the moulded rods of 
fragrant sawdust, commonly known as “ joss sticks.” 

THE SAN SHE OR “ SET OF THREE.” 

This apparatus placed on a separate table was always before the 
throne of the Emperor. It comprised an urn (lu) for burning incense, 
a box (ho) with cover for the storage of the incense in readiness for use. 
Two exceptionally fine examples of these boxes, which form part 
of the Collection of Jades of His Majesty King Edward VIII, are 
illustrated in Plate cxxi by the gracious permission of His Majesty. 

A vase (p’ing), to hold the miniature tongs, poker and shovel used 
to replenish the burning incense, is illustrated in Plate cxiii. 

WINE VESSELS. 

During the marriage ceremony in China it is customary for the bride 
and bridegroom each to drink in succession three cups of wine.^ The 
vessels used during the ceremony are mentioned in the ancient books on 
ritual ; they comprise a jar (tsun) to be filled with wine, and to stand on 
the east side of the altar ; four single cups (chiio) in the shape of the 
ancient libation cups, to stand on the south side ; and, in the centre, a 
double cup or box (ho-ch’Sng) of emblematic peach shape (see Plate 
evil), or decorated with relevant designs, such as two interlacing 
lozenges, a pair of linked hollow rings (emblematic of union and success), 
peaches and bats (symbols of longevity and happiness), and (or) bearing 
the Shuang hsi hieroglyphic (signifying “ double joy ”), all of which are 
the special attributes of conjugal happiness. 

THE CHIU HU. 

This vessel is similar in form to the European tea-pot. Ancient 
Chinese writings record® that such vessels were made for the early 

^ Oriental Ceramic 

2 Compare Doolittle, Social Life of the Chinese, Vol, I, p. 85 and p. 90. 

^ See the T’ao Shuo. 
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PLATE CXXI 



PLATE CXXII 



A TRANSLUCENT NEPHRITE EWER AND COVER OF BRONZE KUANG FORM 

Colour: White. Tao-Kuang Period, a.d. 1821-1851. H. 20.3 c.m. 

(Jn the John Yates Collection, Manchester Art Gallery), 




PLATE CXXIV 



emperors, and were designed with curved open-work handles in the 
form of a dragon, their spouts being terminated in the shape of a phoenix 
head. I have been unable to find any example of this type of vessel in 
jade which could with certainty be dated earlier than the Sung Dynasty. 
Two fine examples of the Ming period are included in the collection 
of Mr. Frank H. Fulford (Plate cxn), and Mr. H. P. Clausen (Plate 

XXXIIl). 

The_ later porcelain flower vases {Yu hu ch'un) bear a strong resem- 
blance in form to these jade vessels, and it seems obvious that the 
ceramic artists in this instance were inspired by the jade carvers, rather 
than the contrary and more usual practice 

Another form of jade carving which appears to have inspired the 
later Ceramic Art is the quadrangular vase decorated with the kua 
symbols. These vases, according to one authority ,2 were designed for 
the use of the diviner, and were usually placed on Taoist Altars, con- 
taining slips of bamboo to be used by the divining officials attending the 
Emperor. 


THE CHIEN TUNG OR THE QUIVER-RECEPTACLE. 

This form of vessel carved in jade does not appear to have been 
made earlier than the K’ang Hsi period. The Manchu Tartars, re- 
nowned for their skill in archery, may have used them as prizes, to be 
bestowed upon military officers who rose in rank according to the 
ability they displayed in the use of the bow. The chien fung was 
either cylindrical or square in form, and lavishly decorated with 
mythical hunting scenes embodying some subtle reference to skill in 
archery, or with scenes of military prowess. They were usually 
supported on strong specially constructed metal stands. An outstand- 
ing example of this kind of vessel, of the Chfien Lung period, complete 
with its original stand, and said to be from the Imperial Collection in 
the Summer palace in Peking, is illustrated in Plate cxxv. 

P/ rC7JV<? OR THE BRUSH CYLINDER. 

This vessel is also cylindrical in shape, but is usually not so elongated 
as the chien fung. Thept dates at least from the Han Dynasty, 
reference to it being made in the p^u in the description 

relating to jade carvings used by the Literati. The decoration of this 
vessel contrasts with that oi chien f ung m that it embodies literary 
symbols rather than representations of a military character. One or 
other of the CKin, Ch’i^ Shu, Hua (four accomplishments) symbols are 
usually to be found interwoven in the subjects represented, which are 
sometimes mythological deities in appropriate settings. An excellent 
example of this type of vessel, in the collection of Mr. E. L. Paget, is 
illustrated in Plate cxxvi. 

^ Chiang hsi Tung chih : Book XCIII, folio 13-16 (vases sent to the emperor in Peking A. n. 
1796-1895). 

2 Bushell, Oriental Ceramic Art, p. 4."] 2. 


Other symbols found in the decoration of these vessels are : 

(1) The WSn chan shan ton (“ Scholarship equal to the Hills and the 
Great Bear ”) implying the wish that its owner may not only attain the 
exalted heights of the Tai Shan (the ancestral mountain of China) but 
also reach that of the pei ton (the polar constellation), the celestial 
abode of the god of Literature. 

(2) The Chuang yuan chi ti meaning, “ may you obtain the degree 
of chuang-yuan ” ! (the highest literary degree obtainable in China). 

SNUFF AND MEDICINE BOTTLES. 

In concluding this chapter reference must be made to the smallest 
vase form utilised in the art of jade carving, viz. the snuff-bottles {yen 
hu) and earlier “ medicine-bottles ” {yao pHng). 

The Yao p’ing of ancient China were originally intended to hold 
aromatics or rare drugs, and probably were first used during the Han 
Dynasty. Plate lxxv illustrates one of these early “ medicine-bottles,” 
of that period, from the important Collection in the possession of 
Mr. W. G. Wrigley. 

Another example, in the same collection, of natural rock form, of 
the Ming Dynasty, is shown in Plate cxxvii. 

The tobacco plant, indigenous to America, was introduced to the 
Far East by Portuguese or Spanish seamen at about the same time that 
it was brought to Europe. It is on record that the Emperor Wan-li 
(a.d. 1573-1660) unsuccessfully attempted to stamp out the use of 
tobacco. At the same time the practice of snuff-taking became the 
fashion of the wealthy classes in China. It is obvious therefore that 
the snuff-bottle proper cannot be dated prior to the i6th century, while 
the medicine-bottle is indubitably a product of ancient China. ^ 

An extensive traffic in precious aromatics was in early times carried on 
by Chinese ships off the coasts of Africa and Arabia, and quantities of 
these small mefficine-bottles must have been used to store the precious 
cargoes. Jade snuff-bottles have for long periods attracted the European 
Collector, probably on account of their variety and compactness. They 
are made in practically every kind of stone, but the specimens carved in 
rare coloured jades are the most treasured of all.^ 

1 See article by Sir Walter Medhurst and Sir Harry Parkes in the Transactions of the China 
Branch of the Royal Asiatic Society. 

Cornpare I Monumenti delV Egitto, etc., Vol. II, p. 337, Pisa, 1834, itt which an obviously false 
and_ ridiculous claim is made that a “ snuff” bottle of great antiquity had been discovered in an 
ancient tomb ! This may, however, have been one of the Early Yao p’ing, though even this seems 
unlikely, 

2 Marcus E. Huish, Chinese Snuff Bottles. N0.37. “ The Opuscula of the ‘ Sette of Odd 

Volumes.’ 1895.” 
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A JADE CH’IEN TUNG ON CONTEMPORARY METAL-GILT STAND 

Colour : Translucent Apple Green Nephrite, splashed with Rust Brown and Black. H. 18.5 c.m. 
Ch’ien Lung Period, A.D. 1736-1795. Diam. 30.2 c.m. 

The specimen is carved externally in bold relief with the mythical representation of Shou Lao crossing 
the w^aters with another deity on his journey into the “ Isles of the Bleat ” ; on the reverse side is 
portrayed an imposing representation of this Land of Paradise with the Stag (emblem of longevity) 
roaming therein. 

{Formerly in the Collection of Commander R. E. Gore, R.N.) 





PLATE CXXVI 



A TRANSLUCENT NEPHRITE BRUSH POT 


The bold relief and pierced carving representing several mythological events and portraying well- 
known figures, of which the following are easily recognisable : 

1. “ The Club of the Seven Worthies of the Bamboo Grove ” {Chuh Lin TsH Hiejt) accredited to 
have been formed circa a.d. 275, depicting : 

Shan T’ao, the old man carrying a staff. 

Wang Jung, seated at the rear of the assembly. 

Ki K’ang, also at the table. 

Hiang Siu, holding a Scroll. 

Liu Ling, carrying a book. 

Yiian Tsi and Yuan Hien, carrying a fan. 

2. “The Six Poets of Noble Birth,” portraying the Female Court Figure, Three Nobles, and 
Two Priests. 

3. Hui Yiian on YAoxmt Lu, near the Temple Tung Lin, where he is seen interviewing two 
Literati, Tao Yiian-ming and Liu Sui Ching. 

4. The God iSnw Teng is seen playing on a stringed instrument. 

Colour : Sage Green. Ch’ien Lung Period. PI. 17.6 c.m. Diam. 17.9 c.m. 

{In the Collection of E. L. Paget, Esq.) 









PLATE CXXVII 






FIVE JADE SNUFF BOTTLES AND 

1. ^DEITE SNUFF BOTTLE, carved with the eight Tai 

Colour : Mauve. 20th centnrv 

2. NEPHRITE TEAR BOTTLE. century. 

Colour : Brown and Green with Black and Yellow marki 
A.D. 1600. 

3- BOTTLE in the form of a Tortoise. 

4- jade SJWFF BOTTLE carved in relief with Dragon a 

Colour : Black and Grey. K’ang Hsi Period ad 

5. jade SNUFF BOTTLE. a.d. 1662-. 

Colour : Emerald Green. 20th centurv 

6. NEPHRITE SNUFF BOTTLE decorated wit^nt an, 

Colour. Varied. Ch’ien Lunff Period. An 






CHAPTER XVII 

JADE OBJECTS FOR THE WRITING TABLE. 

In the T ao Shtio and the Ku yii fit p’u we find accounts of these 

objects, those represented in jade being described as follows ; 

On the writing table : 

(a) The yen or ink pallet, is stated to have been used by the Han and 
Sung emperors These pallets consist of oval slabs with a curved 
depression at one end. It is recorded that in the Hsuan ho Palace 
the emperor used “ a yen the outline of which is like that of a vase, 
with loop handles at the sides for passing a string through for 
hanging the pallet upon the wall. ”2 In the fifth book of the Tao 
Shtio reference is made to an ink pallet of P.o Yao belonging to 
Ku Lin of which the author says “ even pallets of the finest stone 
(jade) must be ranked below this specimen.” In the Sung 
Dynasty (judging from a description of a jade ink pallet belonging 
to one of the Sung emperors)* the form was still oval but decorated 
with dragons bearing a band of triangular fret round the border. 

(b) The Mo Juan or ink jar. 

(c) The Shui CMng or water pot was during the Han Dynasty a type 
of tazza-shaped cup similar in design to the bronze cups of oval 
form with foliated rims. During the T’ang Dynasty the Shui 
Ching was of globular form with slightly spreading mouth and three 
small mammillated feet, obviously inspired by its bronze prototype. 

During the Sung Dynasty it was of ovoid form with slightly 
spreading mouth and two small loop handles supporting loose 
rings. At that time the vessel was embellished with an archaic 
dragon in bold relief, similar to some of the porcelain vessels of 
the same period. 

During the Ming Dynasty it followed closely the design of the 
Buddhist patra or alms bowl, having ribbed sides and a floriated 
type of decoration. These bowls contained a small spoon made of 
coral or other material, a vogue seemingly introduced during the 
later Sung Dynasty. With the advent of the Ch’ing Dynasty the 
Shui Ching lost its early distinctive types, and was carved in a 
variety of forms. 

(d) The TH-tzu, or water-dropper, was made in jade in numerous 
shapes, sometimes taking the form of a tortoise. An excellent 
example of this form is in the collection of bottles belonging to 
Mr. W. G. Wrigley, illustrated in Plate cxxvii. Other favourite 
designs were * the three-legged toad, a miniature wine ewer, or a 
lotus pod. 

(e) Chin Chih, Qt paper weights. Wen Ghen-heng,^ when describing 
objects of the Sung Dynasty, says : “ In white jade We have Pencil 

1 The T’ao Shuo. 

'Eush.ell, Ceramic Art, -p. 

’Rnsh.&Yi, Ceramic Art, p. 202,, 

* AxAhor of the Ch’ang wii chih. 


rests {Pi Ko) of three hills, of five hills and of children reclining on 
flowers,” and Dr. Bushell tells us the Chin Chih are made repre- 
senting a scantily clad urchin or gaily dressed girl reclining on a 
leaf.^ In the Annals of the Kin Dynasty {Kin shih) we read that 
mountains carved in jade were given by the Emperor as presents 
to his great grandson. Dr. Laufer tells us that these carvings are 
known as “ shou shan ” (longevity mountains).^ In the Ku yii fu 
phi is recorded a jade carving of buckle form, probably of the Han 
Dynasty, which represents, according to the commentator, the 
sacred mountains of China. It is probable that the mountain 
pencil rests,” referred to by Wen Cheng-h6ng, were in fact material 
objects derived from this Han representation as recorded in the 
Kii yii fu p^u. It may be that from these “ mountain pencil 
rests ” the Ming craftsmen evolved the jade mountain representa- 
tions of which an excellent specimen is to be found in the collection 
of Mr. H. P. Clausen (Plate cxxxii). From these objects 
evolved the paper-weights of the Ming period. Other paper- 
weights, used by the Literati in ancient times and developed in later 
periods, were carved in the form of coiled dragons, lions, drums and 
mythical monsters, examples of which can be traced from the Han 
Dynasty, through the T’ang, Sung, Ming and Ch’ing periods. 

(f) The pi ko, or hand rest, used by the scribe to steady his arm, was of 
oblong form with a convex surface. In the Kao Shuo it is recorded 
that during the Sung Dynasty® “ the pi ko was made in the form 
of a boy lying on a flower.” During the Ming Dynasty the pi ko 
seems to have been simplified as is shown by an example in the 
form of a fish in the collection of Mr. H. P. Clausen. This 
specimen is so clearly an object for practical use that we can 
understand the popularity of such a simplified type among the 
scribes of past times. 

(g) The^/, or brush-like pencil, is sometimes embellished with a jade 
handle. 

(h) The Pi ksi, or bath, in which the brush is washed, was also made 
of jade. The Kao Shuo'^ describes various types of this vessel 
made during the Sung Dynasty: some are “round and saucer 
shaped, of the form of an althaea flower with a rim of the foliated 
outline of a Buddhist stone gong, others are shaped like a lotus 
leaf with tilted margin ; round dishes with a pair of fishes carved in 
bold relief upon the inter-rim, or take the form of chrysanthemum 
flowers, Buddhist alms bowls, and plaited and fluted platters.” 
An exceptionally fine example of this kind of vessel is in the Collec- 

1 Oriental Ceramic Art, 

2 Dr. Laufer’s use 0 ade, p. 331) of the term “ shou shan ” is a little misleading. The type of 
carving referred to usually portrays a pine clad mountain with pavilion and temples, representing 
the Taoist paradise. The shou shan are the immemorial hills where the immortal hermits 
wander eternally. 

3 See fifth book of Tao shuo, dealing with objects of the Sung Dynasty, in which the writer 
tells us that the orthodox form is a “ Miniature range of hills.” 

See Book' 5. , " , 
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PLATE CXXVIII 



The sides carved in low relief with the Eight Buddhist Emblems, bordered with Lotus Scrolls and archaic fret patterns. 

Colour ; White. Yung-Cheng Period, a.d. 1723-1735- H. 7.2 c.m. W. 20 c.rn. 

(In the Lady Lever Art Gallery Collection.) 



PLATE CXXIX 



: White. Ch’ien Lung Period, .A..D. 1736-1795. H. 10.4 c.m. L. 31 c.m. 

{In the Collection of His Majesty the King, and included by His Majesty’s Gracious Permission.) 


.1 


tion of His Majesty King Edward VIIL It is of the Ch’ien Lung 
period and is here illustrated in Plate cxxix by the gracious 
permission of His Majesty. Another similar carving in white Jade 
decorated in bold relief is in the Walters Collection, U.S.A.1 

(i) The pi chuang, “ a bed for the pi to lie down in, ”2 would seem to 
have been of oblong form and shallow design. 

(j) The Yin, or ancient seals of the Han Dynasty, were carved in 
jade or moulded in copper ; they are of oblong shape surmounted 
by handles, fashioned in various animal forms. Wu Ta Ch’eng 
in his book illustrates forty-nine types, mostly of the Mongol 
period, with their appropriate seals attached and described.^ One 
of these of sky blue and white jade is reproduced in Fig. 72. This 
example wmuld not seem to be earlier than the T’ang Dynasty. 



Fig. 72 


(k) The screen tablets, used by writers to protect the unrolled work 
from the splash of the brush, were carved with an almost infinite 
variety of mythological subjects. These tablets are usually of 
rectangular shape and serve the double purpose of protecting and 
steadying the manuscript. Some are mounted in an oblong wooden 
pillow, which served as a cool rest for the scribe’s head during the 
heat of summer. Others of both circular and oblong shape, 
usually carved on both sides, are inserted into the woodwork of 
beds, the round slab being mounted in the centre of the framework 
at the head of the bed, flanked on either side wdth oblong carvings. 

1 Compare Bushell, OnentoZ Cerawizc yirt, p. 124, note. 

2 This is the literal translation of the description of this vessel in the T’ao Shuo. 

3 For further information on seals, see P. Hoang, Melanges sur V administration, pp. 57 et scq,,. 
Shanghai, 1902. Qea aho GtXty, Chinese seals found in Ireland, D-ahlm, 
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An admirably carved white jadeite “screen,” exemplifying this type 
of work, is in the collection of Dr. Fisher (illustrated in Plate 
cxxxi). The vividly coloured and intricately carved screen tablets 
in jade would appear to have been introduced at the commence- 
ment of the Ch’ing Dynasty. The numerous specimens of this 
type of screen that I have seen in European Collections certainly 
do not date earlier. An example of the ornamental screen placed 
in windows, and in some cases forming the centre-piece for the 
family altar, is shown in Plate cxxx. This example has its 
original metal stand. The bats and clouds carved on the reverse of 
this example have been reproduced on a larger scale to form the 
decorative “ end papers ” to this volume. 
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A CIRCULAR CARVED TRANSLUCENT NEPHRITE SCREEN ON 
CONTEMPORARY METAL GILT AND CLOISONNE STAND 

The carving represents Shou-Lao holding Ju-i symbol attended by his two 
associates T'ien-Kwan Sse-Fuh and Luh-Shen, in the gardens of Hsi-wang-mu 
(The Western Royal Mother). The reverse of the screen is carved with spiral cloud 
pattern and flying bats. 

Colour : Dark Sage Green. Diam. 32.5 c.m. 

Ch’ien Lung Period, A.D. 1736-1795. 

{Formerly in the Collection of Sir John Mullens.) 



. translucent JADEITE PLAQUE OR SCREEN 

Carved in bold relief. On one side is represented Hii Si- Yen tying needles into the mane of a wild 

c“o?oS? " ovef 30 ;fr “ 

nt,,- T . n. 20 c.m. w. 15.Q c.m. Thickness i. 3 c.m. 

Cn len Lung Period, A.D. 1736-1795. 

{In the Collection o f Dy. ’f W MVW ^ 


CHAPTER XVIII 


DIVINITIES AND OTHER CELESTIAL FORMS 
CARVED IN JADE. 


THE EIGHT TAOIST GENII OR IMMORTALS. 


THE emblems of the Eight Taoist Immortals^ are favourite decorations 
upon jade carvings, especially during the Ming and Ch’ing Dynasties, 
but are rarely found prior to those periods. The figures comprise : 

(1) The Fan {Shan), carried by Chung-li Ch’iian, with which it is 
believed he revives the souls of the dead. This symbol is some- 
times replaced by the fly whisk {yingshua). 

(2) The Sword {Chieri), possessing supernatural power, used by Lii 
Tung-pin. 

(3) The Pilgrim’s Gourd {Hu~lu), belonging to Li T’ieh-kuai, the 
source of magical appearances. This emblem is nearly always 
accompanied by the crooked iron staff (kun) of the lame beggar. 

(4) The Castanets {Pan), attributed to Ts’ao Kuo-ch’iu, who is rarely 
portrayed without a pair in his hand. 

(5) The Basket of Flowers {Hua Lan), carried by Lan Ts’ai-ho. This 
emblem is usually associated with the spade {chan) of the florist. 

(6) The Bamboo Tube and Rods (Fz/ Ku), a type of dram carried by 
Chang Kuo. 

(7) TheFIuteir*), played by Han Hsiang Tzu. 

(8) The Lotus Flower {Lien Hua) possessed by the virgin damsel, 
HoHsienKu. 

During the Ming period certain jade craftsmen made statuettes of 
these Immortals in nephrite, and this practice continued, more or less, 
through the K’ang Hsi and Ch’ien Lung periods. Up to the latter 
date the carvers displayed great ability in the portrayal of their subjects, 
and some extremely fine specimens have come down to us. Towards 
the close of the 19th century, however, the figures Lore evidence of 
haste in their execution and finish, the former of symmetry 

and artistry being replaced by a severe and stolid type of creation. 

The material used for modern specimens is still of excellent quality, 
though the designs lack the innate artistry of the older specimens and 
are unsatisfying to the connoisseur. 

The usuaLattributes of these Immortals in jade carvings (Fig, 73) 
are as follows 

Chung-li Ch’uan-— generally portrayed bearded, corpulent and half 
naked. Always holding a fan and peach, or fungus. 


1 Kidd, CAma, p. 288. ' ^ 

2 For fullei- details, the reader is referred to Dr. Yetts’ important book, TAe Immortals', to 

Di’. Bushell’s Oriental Ceramic Art, p. 5^9 i Istid to Mayers, Readers Manual, Pt. ii, 

No." 25 I. 


Li T’ieh-kuai — the Immortal Beggar, using a heavy type of crutch on 
account of his infirmity, and carrying a gourd shaped vase. 

Ts’ao Kuo-chin — a bearded old man wearing a cap, and carrying a pair 
of clappers. He is sometimes portrayed wearing beautiful draperies, 
or robes, with a head-covering of an official type (cocked hat), but 
always carries a pair of castanets. 

Lan Ts’ai-ho — portrayed equally as a youth, an aged man, and a girl, 
usually resting one foot on a spade and carrying a basket of 
flowers. 

Chang Kuo-Lao — ^variously portrayed with script or castanets, and 
usually with a '' pao per ” or fish-drum, composed of a cylinder, 
over which is stretched snake or fish skin. He rides a donkey. 
Han Hsiang-Tzu, the Immortal Musician — ^portrayed with symbolical 
instruments, and in the act of playing on a flute. 

Ho Hsien-Ku — the only female Immortal, generally holding a ladle in 
the shape of a lotus flower, and abundantly draped with well- 
designed robes. 

Lu Tung-pin — is of warrior type, with sword. The Patriarch of the 
Hsien, he is represented as an elderly man dressed in scholar’s 
robes. His emblem is a two-edged magic sword. He is the 
patron saint of jugglers, magicians and barbers. 

Plate cxxxv shows an Altar Screen which formed part of the 
private individual’s altar shrine adornments,and is carved with represen- 
tations of the Eight Immortals. 

OTHER TAOISTIC DIVINITIES. 

Lao Tze (whose symbol is the Prunus) the founder of Taoism in 
China, was first represented as a Deity in jade carvings about the 
beginning of the 17th century. From that time to the present he has 
been the subject of many charming works, in which he generally appears 
seated on an ox.^ Sometimes, however, he appears riding on a horse, 
stag, deer or mule. He is perhaps more readily recognised as Shou Lao, 
the God of Longevity. Three characteristic and distinct types of this 
divinity are found in jade, in them all Lao Tze takes the form of an 
elderly man, with an elongated, or protuberant type of head, sometimes 
having a long drooping moustache, but more often represented with a 
beard ; he is rarely without a pronged staff, and holds in one hand the 
symbolical peach fruit (Plate cxxxviii). Other carvings portray him 
mounted on a deer, or an ox, and in landscapes the carver rarely omits 
this deity whom he represents enshrined, or roaming in the Symbolical 
Hills of Longevity, with his two associates, Fu-Hsing and Luh-Hsing^ 
(Plate cxxxvi). 

Before passing on, the appended brief summary and table of the five 
characters — Happiness, Honours, Longevity, Joy and Wealth— with 

^ Giles, Biographical Dictionary, pp. 
s Mayers, p. 1 50. 



A NEPHRITE CARVING OF THE “ ROCKY ISLES OF THE BLEST ” 

brown colouring of the stone overshadows the entire work 
Colour : Brown and Green. Mid Ming Period, circa a.d. 1500. H. 14 e.m. W. 12 c.m. 

{In the Collection of H. P. Clausen, Esq., U.s'a.) 









A COLOUR REPRODUCTION OF THE BOWL SHOWN ON PLATE CXXXIH. 
Showing the tianslucency of the Nephrite carving of this type. 



the names of the Taoist Deities which they symbolise, may prove 
instructive. 

Happiness Fu (Ifii) Fu-Hsing {F. IM) Ruler of Heaven. 

Rank or Lu Luh-Hsing (# ) God of honours and 

Honours dignities. 

Longevity Shou {%) Shou-Hsing or Shou Lao (# S). 

Joy Hsi (M) Hsi-Shen or Pu Ti (S P). 

Wealth (fid) Ts’ai-shen or Husen-t’an pVsah ( flf fifi). 

The symbolical union^ of these five felicities is usually a group of 
five bats.^ This form, however, was not used by the jade carver earlier 
than the T’ang period. 

T’ien-Kwan Sze-Fuh, the God of Happiness, is sometimes repre- 
sented as an elderly man of military type, with mandarin cloak adorned 
with the archaic Dragon and Bat design. The literal translation of 
his name signifies “ Heavenly Mandarin, who confers happiness.” 
This Deity is also represented riding on a crane, and may easily be 
confused with Wang Tsze-ch’iaod holding a flute (ti) and also riding on 
a crane. 

Luh-Hsing, the God of Honours and Dignities, and official emolu- 
ments, is usually represented in jade, mounted on a mule, carrying 
scrolls. The mule, however, is sometimes replaced by a stag which 
bears the same symbolical interpretation. 

The Deity Pu-Ti has been a frequent subject of the jade carver. 
He has also been portrayed in Chinese paintings and porcelain 
decoration. The same applies to Ts’ai-shen,^ the God of Wealth, 
who is usually figured seated on a tiger, with uplifted arm supporting 
a knotted wand. Few carvings of the Taoist genii, in European hands, 
date earlier than the beginning of the 14th century. 

Before leaving the circle of Shou-Lao (longevity) it may prove of 
interest to explain why certain animals always appear in jade in the same 
grouping. 

The Manchurian Crane, accredited with an almost unending life, 
becomes the emblem of Longevity. Could there be a more fitting 
group than Shou-Lao and the crane (Sien-Hoh) } According to Chinese 
legend this bird is nearly as much esteemed as the FSng Huang ; it is 
considered the usual means of transport for the Immortals.^ 

The Tiger (Hu) and the Dragon (Lmw^) usually appear in carvings 
representing the God of Wealth (Ts’ai shen), owing to the belief that 
these two beasts could effectively guard any, or all of his treasures. 

Similarly, we find Hsi-Wang-Mu, the Taoist^Queen of the Western 
F airyland, associated by the jade artist with Tung-fang So The 

Vt On account of the similarity of the sound of the two words. „ •• i itt 

'WiWio.Tcis, Dictionary of the Chinese Language, Compare Dor^: Chmese Superstitions, \<i\. 111., 
P..2S4. ' 

3 Prince T’sin the son of Ling Wang (571-544 

Vlopper, Chinese Religion seen through the proverb, pp, 

Mayers, Chinese Readers Manual, p. 5Z. , y,, . r, j n/r i 

'■ Supposed to have been one of the advisers of Wu Ti. Mayers, Chinese Readers Manual, 




Fig. 73 


Vide Plate CXXXV. 
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A TRANSLUCENT JADE ALTAR SCREEN 

Depicting Shou Lao and his two attendants, the Eight Immortals and heavenly nymph accompanied by 

Deer, Stag, and Tortoise. 

Colour : Mottled Sea Green with Grey White, Brown and Fawn markings. H. 17.8 c.m. W. 20.4 c.m. 

Late Ming Period, circa a.d. 1600, 

{In the Collection of the Author. ^ 


PLATE CXXXV 



PLATE CXXXVI 



A TRANSLUCENT JADE REPRESENTATION OF “ THE ROCKY ISLES OF THE BLEST ” 

5^02/ Lao and another Deity represented roaming in the Symbolical Hills of Longevity. 
Colour: White, K’ang Hsi Period, a.d. 1663-1722. H. 15.50.01. 

{The Property of a Py'ivate Collector.) 



PLATE CXXXVn 



A TRANSLUCENT NEPHRITE \^ASE AND COVER 
The whole carved from a single piece of rocL 

Apple Green, splashed emerald shadings. Ch’ien Lung Period, a.d. 1736-1795. 

■■H. 13. 5 c.m. Length of 

(In the Collection of M a] 0 


PLATE CXXXVIII 



Colour 



A JADE CARVING OF SHOU LAO (GOD OF LONGEVITY) 

With Phoenix, Peach and Staff. 

; Grey Green, Mid Ming Period, aVca A.n. 1500. H. 27.9 c.m. 

{In the Collection of Oscar Raphael, Esq.) 


ensiling is a legend of these personages, who appear in so many land- 
scape carvings from the Early Ming period to the present time : 

Hsi-Wang Mud the possessor of one of the Gardens of Paradise, 
believed to exist in the Kun Lun Mountains, had evolved special trees 
and cultivated rare fruits. It is recorded that in her garden grew the 
peach tree whose peaches ripened once in 3,000 years, and to eat which 
conferred immortality. Tung-fang So^ learned of these wondrous 
fruits and their reputed gift of eternal life and determined to taste the 
flavour of them. He therefore travelled into the Mountains, to these 
gardens and, discovering the peach-tree, stole as much of the fruit as he 
could carry away. The peach-tree being the Tree of Longevity, 
Tung-fang So thus secured immortality. 

This legend explains why Tung-fang So is usually represented as an 
old_ man, with a long beard, carrying in his hand a peach or broken 
Sprig of peach tree. He is often confused with Shou Lao. 

Hsi-Wang Mu,® who was a traveller among the gods, is charac- 
teristically portrayed in the form of a beautifully draped female figure 
carried on the back of a Sien-Hoh otFing Huang, or seated in the rugged 
surroundings of the Islands of the Blessed,^ from whence emanate all 
the Taoist fauna and flora. 

Other deities frequently portrayed by the jade artist during the 17th 
and later centuries are : 

Hou I, or Liu Hai—usually associated with a three-legged toad, and a 
resident of the moon.® 

Ts’ai Shen, the God of Wealth—usually represented standing on a 
tortoise, or accompanied by a dragon or tiger. This god is 
probably the most popular of modern China, and is worshipped 
both in the morning and evening of each day.® 

Wen-ch’ang, the God of Literature — according to a record in stone, in 
the Tsing-Hsi temple in SzechVan, lived during the T’ang 
Dynasty (a.d. 620-907). He is accredited with living in the 
Plough, and in the Wen-U Annals he. is described as having visited 
the earth on seventeen different occasions.'^ 

Wen-ch’ang appears in earlier Ming jade carvings seated on a 
mule, or riding a horse, his arms usually folded. In group form 
he is usually attended by a male and female servant, Hsuen-t’ung- 
tze and Ti-mu, better known as T’ien lung and Ti-ya. 

1 For account of Hsi Wang Mu see Giles, Adversaria Sinica, and Dote, Vol. II, p. 258 ; als o 
General Manual of the Immortals, Sh.&a.~sien.t'xing-kiori, Chz'[>. l, &Tt, j. 

‘Edm.vaxdsi Chinese and Japanesg Art, Tg. igT, 

3 Chinese Readers Manual, j&z (the Western Royal Mother, p. 178). 

4 “ The Islands of the Blessed,” i.e. Ying Chou, another of the Taoist Paradises," situated in 
the Eastern Sea . . . 70,000 miles distant from the land.” See Mayers, Giimese Readers Manual, 
p. 298.' 

8 Husband of Ch’ang Ngo, who stole from him the drug of Immortality and fled to the moon, 
where she is said to have been transformed into a frog. Plopper, Chinese Religion seen through the 
Prouer&j pp. 48-49. 

« Doolittle, .Socm/ Life of the Chinese, Vol. II, pp. ISS-X56: Plopper, Chinese Religion seen 

through the Proverb, ■gp. 1‘jz-iTS- 

Les recherches sur les superstitions en Chine, also Plopper, p. 170, and Dore, Voi. \I, pp. 41-42, 



K’uei Hsing, or the “literary aspirant. Edkin describes this god 
as a secondary or associate god of Literature. An excellent jade 
carving, portraying him being conveyed to heaven on a fish-dragon, 
a fabulous sea-monster (Ngao), is here illustrated in Plate cxli. 
This god is recognisable from the ugliness of his features, which was 
the cause of his rejection from the fabulous literary abode which 
the Chinese believed to be dedicated to worthy scholars in the 
Plough. This led him to attempt suicide, from which he was 
prevented by the monster on which he usually appears, standing 
with one foot on its head.^ 

Kwan-Yii, the God of War. His first appearance in history was 
during the period a.d. 221-265, when he became famous for his deeds 
of daring in the many wars of the time.^ During the 12th century he 
was referred to as a personage of high rank, having the status of a Duke. 
In the period a.d. 1125-1130, he was described as a Prince and, finally, 
during the reign of Wan Li, a.d. 1595, he was deified, thus attaining the 
final reward of all mythological heroes. 

Kwan-Yii appears to have been favoured with many names, and to 
enable the jade collector to identify him from the descriptions variously 
bestowed on him in the Catalogues of Collections, the following table 
of his names will be found useful : — 

Kwan-yii . . . . . . family name. 

Kwan-kung . . . . . . Kwan, the Duke. Kwan Lao-yeh. 

Kwan-ti . . . . . . God-T-“ The Universal.” 

Wu-ti . . . . . . his name, among warriors as the God of 

War. 

Kwan-fu tze . . . . . . a recent title^ — God of War (bestowed 

A.D. 1856). 

Kwan Ch’ang-sheng, Kwan 
Yun-chWg and Kwan Show- 

ch’ang .. . . . . titles describing him in relation to 

Birth and Longevity. 

H’sieh-t’ien ta-ti .. .. he is referred to by this name in 

certain mythological writings. 

Kwan-sheng-ti-kun . . .. the name by which he is known to the 

present generation. 

Kwan-Yii is variously portrayed in jade carvings, the most usual 
form being that in which he is shown seated on a horse, holding the tip 
of his well-groomed beard, or grasping a spear, and accompanied by 
two other figures, his son, Kwan-p’ing, and his standard-bearer, Chow- 
ts’ang, Plate cxlii. In some carvings he appears as a Man of Letters 
seated, holding in his right hand “ The Spring and Autumn Classic.” 
Representations of this god in jade are not of earlier origin than the 
latter part of the Ming Dynasty, and care should be taken in distinguish- 

1 Edkin, Religion in China, pp. 107-10S. 

2 A similar god in Taoistic beliefs is Kw’ei-sing, a stellar god, residing first in Andromeda and 
later in Ursa Major. 

When he was associated with Generals Liu-pei and Chang-pei. lie was finally put to death 
by General Suen-K’uen A.D. 340. 
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PLATE CXXXIX 





A REPRESENTATION IN JADE 0 ¥ TIEN-KWAN SZE-Fl 

Colour : Opaque mottled Grey Green, flecked Russet markings, 

Sung Dynasty A.d. 960-1279- 


c.m. 


{The Property of a private Collector,) 


PLATE CXL 



A JADE REPRESENTATION OF r/ 

CoLOUKr Opaque Green, splashed Grey, Brown and Black. T’ang Dynasty, a.d. 6.8-,o6. H. 03.4 cm. 

{The Property of a private Collector.) 



J DE carving 0¥ K’WEI HSim standing ON MYTHICAI DRa row rTQrj 

Colour : Grey White t uyr- -n • j i miUAE DRAGON FISH 

y White. Mmg Period ad, ,6oo h. ,6.6 c.m, W. .5 cm 

m the Collection of Major Moirison.) 



PLATE CXLII 





A CARVED GROUP IN SOAPSTONE PORTRAYING KWAN-YU (THE GOD OF WAR), with his son Kwan-PHng, and 

his standard bearer Chow Ts’ang. 

Colour: Brow^n. Ch’ien Lung Period, a.d. 1736-1795. H. 27 c.m. 

(In the Collection of Sir George Schuster, Bt.) 



ing Kwan Ti from a kindred martial figure, Huan Ti, statuettes of 
whom were made during the time of the “ Three Kingdoms ” (a.d. 220- 
280). 

Kuan-Yin : The Goddess of Mercy. The origin of this deity is 
wrapped in the mists of remote antiquity. In early Chinese script she 
is usually described and depicted as of Indian origin and form. It has 
been suggested (without proof) that Kuan-Yin was actually the Chinese 
Princess, Miao-shen,i who lived 2587 B.c. or 696 B.c., and some 
Chinese scholars regard her as a manifestation of the Indo-Tibetan 
divinity, Avalokitesvara.^ 

There is an interesting theory that the Chinese, at the time of the 
introduction of Buddhism, were divided among themselves, some classes 
favouring continuance of the worship of a female divinity, presumably 
the traditional Princess Miao-shen, or perhaps the mythological 
Mountain and Dawn Goddess, Chun-t’i,^ others favouring the Buddhis- 
tic Avalokitesvara and that eventually, from these three deities, was 
evolved, in the person of Kuan-Yin, a goddess satisfying the aspirations 
of all parties, the form and type of whom, as represented in glyptic art 
from the Sung Dynasty to the present day, is familiar to all students of 
Chinese art. 

There are extant jade carvings of this deity which are definitely of 
the late Sung period. Dr. Laufer says that* “ The artist’s sentiment 
and the expression of his impressions has become the leading motive 
of art ever since the days of the Sung period.” 

Representations of this goddess, idealised as a woman, are rarely to 
be found before the Early Ming period. 

It will be interesting to review the styles in which this goddess is 
represented in jade throughout the ages. 

Pre-Sung : definitely Indian in character and difficult to recognise 
as the Kuan-Yin of later carvers, in fact, more easily recognised as a 
male form.® 

During the Yuan period a Buddhistic type is prominent and the 
characteristic attributes of the goddess, a vase and roll of script in her 
hands, and birds about her, first appear, though Indian influence is still 
apparent. 

By Mid-Ming we find carvings of mythological objects obviously 
borrowed from the early attributes of Miao-shen,® and cleverly em- 
bodied in the creation by the skilled workmen of this era. 

Towards the close of this Dynasty we seldom find jade carvings of 
this Goddess, and during the Ch’ing Dynasty, the Emperor K’ang hsi 


1 Getty, Gods of Northern Buddhism, yt. \ s^d Eitel, Sanscrit-CMnese Dictioimry, p. i8. 

2 Eitel, Sanscrit-Chinese Dictionary, p. 1 8, Getty, The Gods of Northern Buddhism, p. 55, and 

Beal, “ probably he is a relic or revival of the old worship of the Hill Gods.” 

3 Eitel, p. 75 ; Getty, p. 117-118; ]oh.nston, Buddhist China, p. -, 'Bea.l, A Catena of 
Buddhist Scriptures from the Chinese, p. 

In his Book on p. 248. 

5 Gf. Fenollosa, Epochs of Chinese and yapanese Art, p. 9^ ; ^nd fahnston, Buddhist China, 
pp. 270 and 375. 

« The two acolytes, Shen-ts’ai and iMpg-van: Chinese Superstitions, Vol. VI, pp. 167-168 
and, 196. 


153 


had actually to import an image of this goddess from Tibet, to be placed 
in the P’u’t’o shrine.^ 

During the Ch’ien Lung period, however, we again find the jade 
carvers busily executing statuettes of this goddess, and carved groups 
in which she figures, and it is to this period that we owe some of the 
finest carvings of Kuan- Yin ever executed. 

The following is an explanation of the styles in which this goddess 
is usually portrayed : — 

(1) Holding a child in her arms, as the Divine Giver of Children, It 
is significant that some of the early missionaries regarded these 
figures as indications of previous contact between the Chinese and 
Christian peoples. 

(2) Standing upon a lotus leaf, originating from the legend that the 
goddess crossed the sea, seated upon one of these leaves, 

(3) With an eye carved in the palm of her hand, derived from beliefs 
associated with Avalokitesvara, symbolising her ability to see 
everywhere, and thereby perceive and relieve suffering. 

(4) With a Vase, long-necked in form, symbolising Life. Shown in 
the earliest carvings as a round bowl-form derived from the 
Indian Kalasa f and in later examples as bottle-shaped and carried 
by the neck. During the Ch’ing Dynasty it was a beaker vase 
sometimes adorned with the sacred fungus. 

(5) With a Bird, sometimes resembling a Parrot (Peh-Ying wii)^ 
Cockatoo, or Dove.^ The Stork or Phcenix which are also used 
may suggest Hsi Wang Mu. 

(6) Wearing a necklace or rosary ; said by some® to be an attribute of 
the fabulous Bodhisattva Akehayamati, and by others® to be a 
representation of a Buddhist rosary {Fuh-chu). 

(7) With a roll of prayers in her hand, an attitude derived from the 
mythical goddess Miao-shen and representing the Sutra,’ 

(8) With the Luminous pearl ; another attribute borrowed from the 
Goddess Miao-shen. It is borne by Kuan-Yin, when represented 
without her child, and by Lung-nu when Kuan-Yin is carrying 
the child .® 

The early jade carvers occasionally portrayed Kuan-Yin holding a 
lotus flower, but during the Ch’ing Dynasty this flower was sometimes 
replaced by a branch of willow, a sign of companionship. 

The human figures associated with this goddess are Shen-ts’ai and 
Lung-mu, the damsel and youthful attendant, usually assigned to the 
mythological Princess Miao-shen. Plate Cxlvi portrays “ The White- 
robed Kuan-Yin (PeA-t Km), ^ which form originated about 

^ 'Edkin^, Chinese 

Getty, Gods of Northern Buddhism, p. sg. 

3 'Williams, Dictionary of the Chinese Language, 

Getty, The Gods of Northern Buddhism, p. yi. 

® Beal, A Catena of Buddhist Scriptures from the Chinese, p. 

^ Dor6, VoL V, pp. 526-538. 

' jWif, Vol. VI, pp, 147, 161, 165, 229. 

8 Johnston, China, p. 87,;; and Getty, Gods of Northern Buddhism, p. 74. 

® Getty, The Gods of Northern Buddhism, pp. 73 and 87. 



AN EARLY NEPHRITE FIGURE OF KUAN YIN 


Colour: Grey White. Southern Sung Dynasty, a.d. 1127- 1279. H. 17.5 c,m. 

{In the Collection of the Author.) 
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PLATE CXL\' 



isSi 


A JADE GROUP CARVING OF or possibly WxiNG MU WITH FFA'G 

HUANG 

Colour : White. Ch’ien Lung Period, A.d. 1736-1795. H. 25 c.m 

The Property of S. Btdgari, Esq., Jtofy.') 


PLATE CXLVI 



A TRANSLUCENT JADEITE CARVING OF KUjJN-YIN WITH LUNG-MU 
STANDING ON A DRAGON 

CoLOUH : White. Yung Ch^ng Period, a.d. 1723-1735. H. 22.5 c.m. 


{hi the Collection of the Author.) 



A.D. 907-960, when a statue of Kuan-Yin was removed from the 
monastery of Yin Chow by the order of the Emperor T’ai-tsu, and 
was re-erected on the Hill, Muh Yeh-shan. The attendant figure 
would therefore appear to represent p’i-t’o (the Heavenly Nymph) 
rather than the mythical attendant of Miao-shen (Lung Mil) ; but 
EiteL tells us that the “ white-robed Kuan-Yin ” holds a child on her 
arm, and I think it may safely be assumed that the carver is actually 
rendering a combination of Kuan-Yin and Miao-shen, a not unusual 
practice of the carvers of the Ch’ing Dynasty. 

THE THREE PURE ONES. 

(SAN-TS'ING). 

The Taoist Trinity, or “ Three Pure Ones comprises Yuh- 
Hwang (“ The Pearly Emperor ” and chief god of the Taoist Pantheon), 
Tao-kun, and Lao-tze. 

According to Chinese belief, Tao-kun dwells beyond the North 
Pole, where he has existed since the beginning of the world. He 
assists in arranging the various principles of life and time and is said to 
control the interaction of the Yin and Yang principles of Nature.'^ 
Lao-tze, the expounder of the doctrines derived from the works of 
Tao-kun, typifies instruction and benevolent influence for the good of 
Humanity. 

A representation of the three deities can be seen in the Taoist 
temple of the Pearly Emperor, at Ju-kao. 

THE EIGHTEEN LOHANS. 

The eighteen Lohans or Arhats are Saints of. varying degrees of 
attainment in the sphere of ascetic life. They took the place of the 
Chen-jen^ who were regarded by the Chinese as the highest type of holy 
man. Geden tells us that the Lohans are essentially connected with 
the Hinayana phase of Buddhism.^ It would seem, however, that only 
sixteen are in reality of Hindoo origin, the other two having been 
introduced by the Chinese.® 

In the Temple at Wumei-chou in Nganhwi the Eighteen® are 
described as follows : — 

1. The Nesting Monk (Wu-k’o shen-shi).’ 

2. Isvara (Tze-tsai shen-shi).® 

3. Tao-Pung shen-shi, who lived on the Purple Jade mountain. 

4. The Tiger Tamer (Fung-kan shen-shi).® (See Plate cxLVIi). 

5. The Founder of the “ Lotus School ” (Hwei-yuen shen-shi).^® 

^ Sanscrit Chinese Dictionary^ p . 18, 

'EdkinSi Religion in China, pp. xtz and iiy. 

^ Doxdy Chinese Superstitions, '' 7 o\, 'Vl,p, iz. 

4 Qeden, Studies of the Religions of the East, p. ST7, note i. 

5 fourncd Asiatique, Sept,-OcP 1916, p. 286. _ _ . . 

® Illustrations with descriptions are given in Dora’s Researches into Chinese Superstitions, 

pp. ■' 355 - 3 ' 83 . ' . '■'■'' .r''' 

General Mirror of Gods and Immortals iShenSien’T*nng~}i.ien),^oo\i,\ll, Cnap- ir. 

» iiid, Book XXI, Art. 8. ; 

Book XVII, Art. 4. 

19 Ibid, Book XII, Art. 3, 4, 8. 


6. The Foundling (Sheh-teh tze). 

7. Han-shan-tze, who lived in a cold cave. 

8. A Native of I-chow (Hwei~tsang shen-shi). 

9. Gunamati, a Buddhist monk (Kii-ti hwo-shang). 

10. Tao-3rueh shen-shi, who lived in the Golden Island. 

1 1 . Singhalaputra (Shi-tze-pi-k’iu tsun-cheh) . 

12. A Native of Ts-ing-chow (Tsung-shen shen-shi, who lived at 
Chao Chow). 

13. Rahalata (Lo-heu-lo-to tsun-cheh). 

14. The Lazy glutton (Shen-tsan shen-shi, who lived at T’ai- 
hsing). ^ 

15. Kumarajiva (Kiu-mo-lo-to tsun-cheh). 

16 . Maha Kasyapa. See Plate cxLViii (Mo-ho-k’ia-yeh tsun-cheh). 

17. Asvaghosha (Ma-ming tsun-cheh). 

18. The Monk with the Calico Bag (Pu-tai hwo-shang). 

The foregoing Lohans are of special interest to the Jade Collector as 
some of them are portrayed in the carvings of the Sung and Ming 
periods. From the Ch’ien Lung period onwards these Holy men would 
appear to accord with the Tibetan List,^ as revised by the Emperor 
Ch’ien Lung, which is at the present time^ generally accepted in China 
and is as follows : 


1. Alms Receiver (Pindola-Bharadvaja). 

2. Golden Calf, a disciple of Buddha (Kanaka- Vatsa). 

3. Kanaka-Bharadvaja (Subhinda). 

4. The Inseparable (Abhida). 

pf 

6! The Noble (Bhadra). 

7. The Timely (Kalika). 

8. The Son of the Thunderbolt (Vajraputra). 

9. The Protector (Gopaka). 

10. Maha-Panthaka. 

Ti. Rahula holding a crown. 

12. Nagasena. 

13. Anjida (Ingada). 

14. Vanavasa. 

15. The Unconquered (Ajita). 

16. Cuda-Panthaka. 

17. Dharmatrata. 

18. Hva-shan. 

Williams, Outlines of Chinese Symbolism, pp. i 6 i’^j 66 . 

2 Watters, The 18 Lohan of Chinese Buddhist Temples, -p. b ; and Getty, The Gods of Northern 
Buddhism, p. 156. . 
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A JADE SEATED LOHAN 

Colour: Green. Mid-Ming Dynasty, «Vca a, d. 1500. El. 24 c.m, 

_ (In the Collection of Mr. atid Mrs. Edward Sonnenschein.) 


APPENDIX I 


MINERALOGICAL METHODS USED IN DETERMINING 

HARD STONES. 

In determining the stone used for a carved object, the mineralogist is severely- 
handicapped by the owner’s natural reluctance to permit the removal of any but 
the most minute filing or chip ; and even this must be taken from an inconspicuous 
part of the design. 

In spite of this difficulty, however, the material can often be identified with 
certainty. In the first place, the density can be determined by weighing the 
object, first in air and then immersed in water ; this procedure is, however, 
rather tedious and the result not always decisive, for the densities of some hard 
stones are not very widely separated. 

Of late years the density test has largely been superseded or supplemented by 
optical tests. Minute chips or filings are immersed in an oil of suitable refractive 
index and examined under the microscope. Like Mr. H. G. Wells’s “ Invisible 
Man,” the chips practically disappear when they are immersed in a liquid of their 
own average refractive index ; by trial with a series of prepared liquids the index 
can thus be very quickly ascertained, and its value is characteristic of many 
varieties of hard stone. Actually the optical tests are rendered more complicated 
and also more distinctive because the minerals usually vary in refractive index 
according to the direction in which the light is vibrating ; from this arise several 
ancillary tests which aid in characterising each variety. 

The same filings often exhibit the characteristic texture or interweaving of the 
component crystals, to which the tenacity of jade is largely due. Nephrite is 
usually composed of long thin fibres minutely felted, while jadeite is splintery, 
showing the flat cleavage faces of the broken crystal grains. Ordinary jades are 
colourless in small fragments, but the darker varieties sometimes yield brilliant 
green chips. Other stones have their own distinctive characters, such as the 
granular texture of quartzite or the parallel felting of chalcedony. 

Natural jade grades into other types of rock by the admixture of inferior 
minerals such as felspar. Most worked jades are, however, of fairly pure material ; 
and this is due, firstly to the destruction of the softer boulders by attrition in the 
river bed, and secondly to careful choice by merchants and craftsmen. Neverthe- 
less certain objects, especially in early times, were made of less pure jade. 

Even the general appearance, with a hardness test, will generally serve to 
distinguish jade from other stones, but in certain varieties the latter may simulate 
jade so closely that a test with the microscope becomes essential. Other stones 
which closely resemble jade in appearance include the following : 

Smaragdite, a hard emerald-green stone, distinguished by its dense green colour, 
opacity, and the presence of white irregular clouds or veins. 

Quartzite, which sometimes resembles the yellow and brown jades but is usually 
saccharoidal in texture. 

Serpejitine, which attains hardness 5 in the variety bowenite. 

Steatite mid Pyrophyllite, distinguished by their softness. 

Chalcedony, ntoily always showing some trace of agate or onyx banding or 
“ moss ” structure. 


MINERALOGICAL METHODS USED IN DETERMINING 
HADRD ^TO'^'ES— continued. 

Chrysoprase, having a uniform light apple-green colour. 

Jasper, of a darker green and colour more opaque in appearance than jade, and 
Indian Avanturine, distinguished by the “ flash ” of minute mica flakes. 

Finally, it should be borne in mind that certain jade objects may exhibit 
patches of inferior hardness, whether due to natural alteration in the original rock 
or to the action of fire or, as some hold, to prolonged burial. They may also 
develop brown colouring and opacity ; very often a part of the stone has 
remained in the normal condition, and the characteristic felted or crystalline 
texture can be seen to persist throughout. 



APPENDIX II 


A SHORT GLOSSARY OF 
WORDS USED 

Chan ^ a vessel made of bamboo like 
Li 'g used in the service of Tsin 

Chan ^ a wine cup made of jade 
C/io;?? ^ white jade 
Ch'an Ch'u jilj the monkey 
Chang ^ an ancient stone or jade 
ornament used in state ceremonies 
Chafig Kuo-Lao ^ M 
Ch‘ang O ^ the Queen of Luminary 
Chao ^ a pair of gems 
Chao yao ching BS ^ a charm worn 
by brides 

Chen Kuei ^ symbolical carving 
CMng the tinkling sound of gems 
Chi an axe ; a hatchet 
ChH ^ a variety of jade 
Chiao ^ an instrument composed in 
its earliest form of two bars of jade 
later of two pieces of bamboo, 
used for consulting the oracle 
Chieh a small tablet made of jade 
Chieh-hu ^ the lizard 
Chieh Lin ^ 3^ God of Marriage 
CKih muh :;|c the fleshy horn of the 
ChH-lin 

Chi-Hsa if a certain service of a 
large sacrifice held in the Spring and 
Winter 

CA'f-Zfw jUfc ^ the unicorn 
Chin-Mao ^ name of a poem com- 
posed during the Chou Dynasty 
embodying congratulations to Ghou- 
Kung“ 

Chios ^ fine gem 

Chiu a black stone resembling jade 
I cinnabar red jade 
^ red jade ; chrysophrase 
Chou ^ ^ three-legged toad 
Chou-hung ^ name of an Emperor 
C/zw ^ the pig : hog 
Chu ^ a jewel, “ a pearl ” 

Chii ^ pendant ornaments composed 
of gems 

Ch‘iian -j^ or dog 


SOME OF THE CHINESE 
IN THE BOOK 

Chiieh ^ girdle-ring ; chatelaine 
Chu\eh ^ a cup used for sacrificial 
purposes 

Chiieh ^ a cup similar in form to the 
Tsan Ifl. and Huan f?S,in fact another 
name given to these vessels during 
the Hsia Dynasty ^ 

ChHieh Ch^ileh the monkey 
Chuh f-f bamboo 
Ch‘un ^ Spring 
CKun-niu ^ ^ Spring ox 
Fei-shih ^ iHif the flying lion 
Fd-shu ^ ^ the flying mouse 
Fd-lYui 11 ^ a variety of jade 
Feng Huang jli, Ml the Phoenix 
Fo Shou in ^ Buddha’s Hand 
Fu IS happiness 

Fu 3^ a semi-precious stone inferior to 
jade 

Fu '^ wealth 

Fuh-ling China root”, pine-tree 

root growth 

Fu-i p# ^ bat and happiness 
Fung phcenix 
— # % fire 

Hai shou ^ sea monster 
Han Chung-li ^ M ^ 

Hojt Hsiang-Tmi ^ lis -T 
Han Yu ^ 3E jaclc used during the Plan 
Dynasty 

Heng jjf the top gem of the girdle- 
jpendant 

Heu ^ monkey 
Ho Hsien-ku ^ i^ f^ 
iJoa IIL niythologicabanim 
Hd a special kind of Tsun” 
Hst md ;p'u tao ^ fg sea horse 

and grapes, a type of decoration 
Hd Waiig Mu '1^ mythical 

Chinese empress (“ The Royal 
M 

Hsiang ^ e type of “ Tsun” 

Hdang % incense 

Hsiang name of a poem, the same 
as Hsiang- W u M ^ 



GLOSSARY OF CHINESE WORDS AND FURASES—contimied. 


Hsiang-fan ^ an incense burner 
or basin 

Hsieh r-^ black jade 
Hsiu a coarse jade 
Hsuan, ^ a valuable jade 
FPsuen-fan p‘u-san jli| ^ the 

Taoist God of Wealth 
Hsiin JtJ a species of gem ; ear orna- 
ment 

Hu lijfj fox changed into a man 
IIu the tiger 

Hu a piece of jade shaped like a 

tiger 

Hua~jm ^ lit diaper patterns 
Hua7i a vessel similar to the Tsan 
known by this name during the San 
Dynasty ^ 

Huang ^ a gem ornament of semi- 
circular shape hung from the girdle 
Htii Hui Win la ® jJC lotus scroll 
design 

Huo ^ fire symbolical decoration 
Hwa-pin ^ vases 
Hwang “yellow” 

Hzoang Mu @ a certain kind of 
Tsun, only used for sacrifice in the 
spring and winter season 
Hwuh ^ Imperial writing-tablet 
Ja the second service of Chi-Hsa 
Jao pHng ^ IK rare vase or medicine 
bottle 

Jen jT name of music of the Southern 
savages 

Jen ^ clear jade 
Ji ^ dark green jade 
5# indigo jade 

Jih ifp the sun symbolical decoration 
J'ili-Kuai Li ^ 

Jon T* lance, spear, javelin 
Ju Jlo kingfisher blue jade 
Ju-i psi M one of the Saptnaratna of 
seven Precious Things, sceptre ^ 
Ju-i ^ kingfisher 
Kan Jjj' yellow jade 
Kan ^ inferior gem ; fine stone 
Ki cock 

Kia?ig-li ^ health 
Kiao GHih 111- fl a young dragon 
whose horns have not yet grown 
Kia-Pang domestic altar 

K‘iu-Lung ll hornless dragon 
ICo JSf an inferior jade 
Kou-tzu dog 


Kuan Ym fj| Chinese goddess 

Kuei ^ decorative motive in the form 
of the archaic dragon 
ICiien Jt dog 

Kuh-yuen M privy councillor to 

Prince Hwai-wang 
Kim ^ a fine jade 
Kun liin M S Chinese mountains 
Kung-ki M the cock 
Ku yu t‘u Kao 1^ ^ P # a Chinese 
writing, see Appendix, page 169 
Kwang ^ flute ; fife 
Kwan-tze IH ■T’ a jar or pitcher 
without a spout 
Kwei honourable 
Kwei H tortoise 
Lang yil name of a type of jade 
Lan-kiao H, “ Three Religions ” 
of China 

Lan LYai-ho III 

Lea-jin fjSC thunder pattern 
Li ]^. carp 

Li ch‘un it ^ a solar period 

Lien-hua jH lotus-flower 

Lin H unicorn 

Lin ^ a valuable jade 

Li-sao ^ a Book of Chinese poems 

Liu Hai 

;1^P Iff willow 

Liu-ying :gij ^ younger brother of the 
Emperor Ming-ti 
Li-yu ^ the carp ■ 

Loh-shu Js ^ six domestic animals 
Lu Jji a beautiful gem 
Luh ft§ honours 
Lull the stag 
Lui-jin ^ fish-scale pattern 
fl the dragon 

Lung ma f| ||| dragon horse 
Lung Min %% a Chinese rapids 
Lu Tun-yang ^ It 
the horse 
Mao ^15 the cat 
Md'o ijp spring 
Mm a crown 

Met name of music of the Eastern 

■ savages 
Met ^ sceptre 

Mi^ra blqod-red jade, a gem of red- 
dish colour 

Men-tan-hwa the peony 

Mik-lo H Chinese river 
Min J;pt stone resembling jade 
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GLOSSARY OF CHINESE WORDS AND PHRASES— 


Ming ^ a fine type of jade stone 
Ming Shih ^ ^ the hare 
Muh ;;fc wood 
Mu~yu ^ a wooden fish 
Nan Chi Lao JSn ® A spirit of 
the south Pole 
Niu ox or cow 
— S M hare 

Pa Chi Hsiang A fill ^ the eight 
Buddhist omens 
Pa-kua A ^1' eight diagrams 
Pai~mu ^ ft: a certain kind of white 
male animal not unlike a sheep. 
These animals were used only for 
sacrifices in the Shang Dynasty 
Pao-fao ^ fabulous peach 
Patra ^ ^ ^ begging bowl 
Pei ;|lf a cup or drinking vessel 
P‘ei Yu Yu ^ ^ fish in jade 

Pi ^ a jade ring or disc employed 
as a ritual symbol 

Pi-Chueh ^ Chiieh decorated with 
jade 

Pien-fuh ^ ^ the hat 
Pien CUing ^ ^ stone chime 
PLhsi ^ || hornless dragon 
Pi~pien 3^ a conical cap made of 
fur, worn by the Emperor in Chou 
Dynasty 

Pisan ^ San decorated with jade 
Pi yu ^ jade 
Po ^ gem 

P'o ^ amber • 

P*o 3^ jade in the rock 
Quo-jin A ^ Cloud ? (archaic form, 
see “ ^uo Wen ”) 

Quong ^ a sacrificial service during 
which offerings are made to the 
ancestors and gods 
San ^ a sacrificial cup 
Semi ^ the cicada 
JS snake 

Sha ch’ung M praying-mantis 
ih mountam^ 

Shang-hung ft ^ method of carving 
:,jade • 

Shan-lei jlj H a type of Tsun used 
during the Hsia Dynasty 
Shea ^ stone 
Shell serpent 
Shen fiji a spirit 

Sheng-tHen-chi-lung jh A ^ nl the 
celestial dragon 


Shen kuei f[lj ^ divine tortoise 
Shen-lung f| the spiritual dragon 
Shi 1^1 the lion 
Shieh ^ stars 

Shieh-yueh ^ water buffalo 

Shih-Uu ^ the pomegranate 

Shih Tao-yen fk M an early 
Chinese painter 

Shih tzu kou ^ 1^1 ^ lion dog 
Shih tzu kou ^ the lion-dog 
Shii ^ the rat 

Shi tze the lion or dog of Fo 

Shou ^ the emblem of longevity 
Shuang Hsien -fjlj the twin genii of 
Union and Harmony 
Shuo Wen ^ Chinese dictionary. 
First published a.d. ioo, it contains 
540 radicals 
Sien-chu fjj| M fairy rat 
Sien-hoh '|[ij the Manchurian crane 
Sien-jen till A the Immortals 
Si-tHen |g A the Western Paradise 
Sun 44 animals were killed for 
sacrifice 

Sung Shu ft pine rat 
Sung Shu ft ^ pine tree 
Ta Hsia jki M. name of music in Hsia 
Dynasty..'" ^ 

Ta Kuei ft symbolical imperial 
. narving' ■ , . , , 

TaKung-^ method of cutting jade 
Ta-mo fj ^ method of polishing jade 
Ta-qua Aft a large jade 
Cicada 

Tan^TaotHeJi-M 

T‘<20 III] fabulous peach 
peach 

T'ao-shu ^ the peach 
Hao-f ieh ^ ^ ogre mask 
Td-mu A name of music in Chou, 
Wu-Wang period 

Ta-yen fh Wi. method of drilling jade 
T‘e chHng ^ sonorous stone 
THad-ki % a long narrow table 
name of a type of jade 
THm Ma ^ heavenly horse 
THen Shu A B. heavenly rat 
THng 3^ a gem sceptre 
Ts'ai ^ Yellow River 
Tsan a cauldron similar to the Tou 

sL 

Tsan 3^ the name of a cup m the Hsia 
Dynasty 


MM 
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Tsan libation cup 
Tsan-chou-hsan H W # the toad 
Ts'ang-Lung f| the dragon of 
Hidden Treasures 
Tsao Fu ^ name of a person 
Ts^ao Kuo-chiu ® M 
Tsin ^ a certain service during which 
is offered wine and female plants 
of hemp 

TsHng-lung ^ f| Azure Dragon, 
Eastern quadrant 

T‘so ^ a gem of brilliant white colour 
Tsun ^ general term for vessels used 
for containing wines 
Ts'ung ^ an octagonal-shaped jade 
with a round hole in its centre 
Tsung Yi If ^ temple vessel 
Tu ^ hare 

Tu-Lung ri; f| the earthly dragon ; 

denoting the four quadrants 
Tze T* kernel or stone 
Tz'u ^ offspring or prodigy 
Tzu‘ ^ the lustre of a gem 
Wan Szu ^ swastika 
Wei ^ name of a type of jade 
Wei-hu M fox 

Woh-chang recumbent silkworm 
Wu-fu ^ five bats 
Wu-Men ^ Chinese cataract 

Wu-san 44 five sacrificial animals 

Wu Ta CFeng ^ a Chinese 

writer on jade 
Wu ya ^ crow 

Yao ^ a species of gem 
Yao ^ 2 l precious jade 
Yu ^ the same as Fan ^ 


Yang sheep 

Yao p‘ing ^ medicine bottle 
YeJi Yen ^ ^ night swallow 
Yeh Yen 0 ^ night swallow 
Yin and Yang {^- symbolical symbols 
Ying ^ the eagle 
Yin Weng ^ a silver wine jar 
Yin Yu Fu ^ a silver fish 

y/w M a Radical denoting vessels used 
for distilling spirits 
Yuan ^ monkey 
Yuan ^ a large ring of fine jade 
Yuan ^ a sceptre or baton with a 
round top 

Yu-chang jade sceptre 

Yueh H the moon 
Yueh ^ a certain kind of wine used 
for sacrifice 

Yuen-jin ^ ^ fish pattern 
Yii Huang ^ ^ the“ Pearly Emperor” 
Yii kang 5£ fish bowls 
Yii ku kuan 3£ fishbone jars 

Yu Tou S a vessel in the form of 
a cauldron 

Yu~tsan 3E ^ “ Tsan ” made of jade 

Yu’-tsan 3^ a bowl made of jade 

Yu ^ & beautiful jade 

Yii 3g jade ; gem ; jewel 

Yii jade of stone appearance 

Yii ^ abundance, superfluity 

Yii fish 

Yung @ cloud 

Yung^chiung'i^ ^ ceremony “Welcome 
the Spring ” 

Yu-yi 3g; wine of immortality (jade 

essence) ^ 


APPENDIX m 

THE FIVE SACRED MOUNTAINS OF CHINA 3E « 

Jade caiTers throughout the ages have depicted in various ways 
semblances of the five Sacred Mountains whereon, mythology tells us, 
the ancient emperors worshipped Heaven and Earth. These mountains, 
which are frequently referred to in ancient Chinese literature, are 
generally named by the legend writers as follows : — 

1. T^ai-shan ^ |li the principal of the Sacred Mountains; situated 

north of T‘ai-ngan fu, in Shantung : height 4,500 feet. 

2. H eng- Shan # di the Southern Sacred peak ; situated west of the 

Siang River in Hunan : height 4,000 feet. 

3. Sung- Shan ^ fii the Central Sacred peak ; situated between the 

Yellow and the Han Rivers in Honan ; height 5,000 feet approxi- 
mately. 

4. Hwa-shan # di the Western Sacred peak ; situated south of Singan 

fu in Shensi : height 3,800 feet approximately. 

5. Hang-shan ill the Northern Sacred peak ; situated near Ta-dung 

fu in Shansi: height 3,600 feet. 


^ APPENDIX IV: y ; 

CHINESE FESTIVALS Y . 

ist day of the ist month. The Taoist Sacrifice to Heaven II 

I oth day of the I St Month. In Southern China celebration of the 
birthday of the God of the Soil li TV ^ H . 

13th day of the ist Month. Official offerings in honour of the God of 
War II . 

29th day of the ist Month. Sacrifice to the God of Agriculture and 
Medicine, 

5th day of the 4th Month. Sacrifice in the Temples of Yao ^ and Yli pfj . 

5th day of the 5th Month. The Dragon Boat festival F# M 

7th Month devoted to sacrifices to the ancestors. 

ist day of the loth Month. Annual sacrifice of the people. R, M li 

■ ■ ■ 

8th day of the 12th Month. Annual sacrifice offered by Feudal Princes 
and Dukes T 11 M. 


APPENDIX V 


THE REIGNING CHINESE DYNASTIES 

THE legendary period of Chinese history (as distinct from the purely 
mythical ages which preceded, and which, according to the more 
extravagant chronologers of the country, reach back some two or three 
millions of years to the creation of the world) begins with Fu~hi^ the 
reputed founder of the monarchy, the first year of whose reign is placed 
in 2853 B.c. He is the first of the Wii Ti^ or Five Rulers, who are 
succeeded by the Emperors Yao (2356 B.c.) and Shun (2255 B.C.), with 
whose reigns the Shoo King, or “ Historical Classic ”, opens. Fuh-hVs 
immediate successors were SMn-nung^ the Divine Husbandman 
(2737 B.c.) ; Huang~ti, the Yellow Emperor (2697 B.c.) ; Shao-hao 
(2597 B.c.) ; 2n.d. Chuan Hsii {2513 b.c.). The Emperor Shun was 
succeeded by the Great Yil (2205 B.c.), the founder of the first of the 
twenty-four dynasties which have ruled the empire in succession down 
to the advent of the reigning Manchu dynasty in a.d. 1644. 

TABLE OF SUCCESSION OF THE CHINESE DYNASTIES 

BEGAN 

1. Hsia ^ ... B.c. 2205 1 

2. Shang'*^ . . . . 1766 The three Ancient Dynasties. 

3. Chou iu . . . , 1 122 1 

4. Ch‘in M ■ ■ ■ • 25s 

* In 1401 B.c. the title of this dynasty was changed from Shang to Yin. 

5. Han #1 : . . . . 2 o6 | The usurper 

6. Eastern Han . A.n. 25J pied the throne a.d. 9-23. 


7. After Han 



221 


f Three Kingdoms, 
divided China, the 
H Wei, and ^ Wu. 


Han 


8. Chin ^ . . . . 265 

9. Eastern Chin MW ' • • 317 


/ 


10. Sung 5^ 


420 

II. Gh'i ^ 

. * ■ ' ' ■ y 

• 479, 

12. Liang M 


503 

13. Ch'en ^ 


• S 57 

\ 

14. Sui 


• 589 

15. Thng ^ 


. 618 

16. After Liang 

17. After Tang 


. 907V 


• 923 

18. After Chin 

■ 

• 936- 

19. After Han 

m m ■ 

■ 947 

20. After Chou 

m M ■ 

• 9SL 

21. Sung 


960 


This period is known by the 
Gollective name of Nan Pei 
CFao, Northern and South- 
ern Dynasties, as ' the ||| 
Wei ruled the north from 
^';;": ;420'' to'. 5,50. 


These short-lived dynasties are 
known collectively as the 
dE Wu Tai, Five Dy- 
nasties. 


THE REIGNING CHINESE DYNASTIES— 

BEGAN 


( The Niu-chih Tartars occu- 


22. Southern Sung 5^ 

1 pied North China (1115- 
1334) as the Chin dynasty 


^ ^ 10. 

23. Yiian yc 

Q / Mongolian dynasty founded by 
‘ KublaiKhan. 

24. Ming m 

■ 1368 

25. Chhng . . 

1644 The Manchu dynasty. 

26. Republic 4 * ^ S M 

. 1912 


TABLE OF REIGNS OF THE LAST TWO DYNASTIES 

Emperors of the ^ Ming Dynasty 


Dynastic Title 
OR MIAO HAO. 

± ® T‘ai Tsu . . 

M ^ Hui Ti . . 

^ jpa Ch'eng Tsu 

in ^ Jen Tsung . 

^ ^ Hsiian Tsung 
^ ^ Ying Tsung 

^ 0 Ching Ti . 

^ ^ Ying Tsung 

(resumed government) 

^ ^ Hsien Tsung . . 

^ ^ Hsiao Tsung 

^ ^ Wu Tsung. 

JH: ^ Shih Tsung 

^ ^ Mu Tsung . . 

^ Shen Tsung . 

^ ^ Kuang Tsung . . 

^ ^ Hsi Tsung . . 

^ ff? Chuang Lieh Ti . 


Title of Reign 

OR NIEO HAO. 

Date of 
Accession. 

m 


Hung-wu 

■ 1368 

M 


Chien-wen . 

• 1399 



Yung-lo ^ . 

• H03 

m 


Hung-hsi 

• 1425 

.a 


Hsiian-t^ 

. 1426 

jE 

wt 

Cheng“t‘ung. 

. 1436 



Ching-t‘ai 

• 1450 

% 

m 

Tien-shun . 

• 1457 

0 . 

it 

Ch‘eng-hua . 

. 1465 



Hung-chih . 

. 1488 

IE 


Ch^ng-te 

. 1506 


It 

Chia-ching . 

. 1522 

m 

M 

Lung-ch‘ing. 

. 1567 

m 

M 

Wan-li 

• 1573 



T‘ai-ch‘ang . 

. 1620 



T‘ien-ch‘i . 

. 1621 

m 

M 

GhTng-chen 

, 1628 


Emperors of the 

fh i| ChihTsu . . . 

^ jfl ShSng Tsu 

Jt: ^ Shih Tsung 

^ ^ Kao Tsung • 

in ^ Jgn Tsung 

^ ^ Hsiian Tsung 
^ Wen Tsung 
^ ^ Mu Tsung 


, THE Great Ch'ing Dynasty 

• |I(M Shun-chih . 

• ^ ^ K'ang-hsi 

• M ih Yung-cheng 

. Ch‘ien-lung . 

, ^ ^ Chia-ch‘ing . . 

, ^ Tao-kuang . . 

' ^ Hsien-feng . . 

. }i) Yj^ T‘ung-chih . 

^ ^ Kuang-hsii . 

^ Hsiian T‘ung 

»t» # K. M Republic T‘ung 


1644 

1662 

1723 

1736 

1796 

1821 

1851 

1862 

1875 

1909 

1912 
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APPENDIX VI 

A LIST OF CHINESE WRITINGS REFERRED TO IN THE 
• TEXT OF THIS BOOK 

(arranged in approximate chronological order, 

WITH brief notes) 

Yi-King ^ The Classic of Changes, one of the most ancient of the 
Chinese Classics. Comprising several parts, including: (a) The sixty- 
four lineal figures written by Wen-Wang ; {h) a treatise on divination and an 
explanation of part (^z) (b.c. 1143) ; {c) A collection of maxims and a revision 
of the previous writings by Chou-Kung (b.c. 1108) ; {d) A Collection of 
ten appendices written some considerable time after the original text. 
These portray the changed ideas of philosophy ; the whole work forms 
an interesting study of comparison of evolutionary thought. 

CUun-tsHu ^ An amplification of the “ Spring and Autumn Annals 
(History of the State of Lu from 722-484 B.c., written by Confucius). 
Revised by Tso K‘iu-ming JrK 19 and called Tso-chwan ^ 

Chuk-Shu~Ki Ys # Annals of the Bamboo Books. A collection of 
ancient documents found a.d. 279 in the tomb of Siang-wang, who died 
295 B .e. There are about twenty different documents , one of which contains 
the annals from Hwang-ti to the last of the Chou rulers, 298 B.c. This 
compilation is a, collection of the Tsin records immortalizing the early 
Emperors. According to Prolegomena to the She King, Chap. IV, 

pp. 105-7, the Annals are “ filled with ridiculous legends, extravagant 
statements and many absurdities about the ancient worthies.” 

Lu~shi ch‘un-ts‘iu ^ ^ ^ by Lu Peh-wei ^ Yf 3rd century b.c. 
Historical facts of early China in twenty-six books. 

Lun-Heng Ws Critical Disquisitions. A publication in thirty books by 
Wang ch^ung (a.d. 19-90). This writing is an attack on the superstitious 
notions of the early Chinese and was upheld by the Emperor Chhen Lung 
as a work of merit. (Mayers, Chinese Reader's Manual, p. 239.) 

Peh-hu tung © jfe Annals of the White Tiger, by Pan Ku, circa a.d. 80. 
An unfinished treatise of Chinese history. 

Shuo Wen the first lexicon of the Chinese language by Hsien-ti, 

circa A.D. 100. ^ ^ ^ ^ 

Eul-Ya ^ A dictionary of terms used in classical and other writings. It is 
divided into nineteen sections. Part is reputed to have been compiled in 
the early Chou period, 1122 B.c. It was revised by Kwoh-P‘oh (a.d. 276- 

324); 

Shan-haz-king |Ii The Classic of Hills and Rivers, by Hwoh-P'oh, 

published circa a.d. 300. A geographical survey of the Chou Dynasty 
(i2th centur}^ B.c.) dealing with the many mythological, zoological, 
and botanical wonders of ancient China. 

Si-Yiu-Ki ^ Ifi. A biographical account of the travels of Yuen-chwang, 
^ lf£ a Buddhistic monk who resided in India for seventeen years during 
the seventh century a.d., and compiled 657 volumes containing pictures and 
images relating to Buddhism. 
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LIST OF CHINESE WRITINGS-co^ftwMe^/. 

Li-fang Tai-p‘ing Kwang-ki ^ ± 2p ^ fg. An encyclopedia composed 

by Li fang a.d. 977, containing useful information regarding Chinese 
superstitions and folk lore. 

K‘ao ku tou ^.*^{11. Illustrated treatise on things antique, by Lii Ta-liu. 
Published a.d. 1092 in ten parts, this writing forms a valuable guide 
to the student desirous of detecting the forms and designs which have 
obviously been obtained from the bronze worker by the jade carver, part 8 
being of interest on account of its record of jade forms. This writing is 
usually printed together with 

Hsuan ho Po Ku tou lu % In tf II H, Illustrated Description of 
Antiquities.hy ^mG FU, published circa a.d. 1310, in thirty books. This 
writing and the Kao ku tou are probably the most important of old books 
on ancient bronzes obtainable to-day, and are invaluable to those students 
who wish to obtain an authentic rendering of the meaning and symbolism 
of ancient Chinese ornamentation. Book XII, part II gives descriptions of 
jades, etc., worn on different occasions as tokens of rank. 

Ku yii tou p^u 7^ 3E SI ^ by Lung Ta-yUan, a.d. 1176, In roo books, 700 
full-page illustrations. First printed edition A.D. 1779. This latter edition 
seems to be a collection of lapidaries’ patterns, but few ancient jades of 
exactly the same form are in European collections. 

Liang-kH-man-chi ^ ^ ^ written by Fei-kwun published at the 

close of the 12th century a.d. It contains 10 books, and is a series of notes 
on antiquities of the Court of China and miscellaneous topics. (Referred 
to by Wylie, p. 165.) 

Li Ki IS, or Book of Rites (Yuan Edition, a.d. 1322). The original writing 
is attributed to Chou Rung, brother of Wu Wang, and is one of the 
principal sources bearing on religious cult and an invaluable aid in 
determining the ceremonial usage of Jade in prehistoric China. 

Ku Yu T^ou 7^ 3E “ Illustrations of Ancient Jade,” by Chu Ta-jun. In 
two volumes, published a.d. 1341 . Revised by order of the Emperor Ch'ien 
Lung, A.D. 1751, and included in a work comprising 42 volumes, 14 volumes 
of which are known as Hsi chHng Jisu chien ^ which is really a 

supplement and an interesting catalogue of the imperial Collections at Peking 
illustrated with well-defined woodcuts. The dates ascribed to several 
specimens seem doubtful, but the original writing forms an excellent guide 
to forms existing during the period of the compilation of the work. 

The Ko-Ku- Yao-Lim ^ by Ts‘ao Chao. Published a.d. 1387, revised 
A.D. 1459. Discussions of the various antiquities of Criteria, in thirteen 
books. An enlarged and revised edition by Wang Tso, a.d. 1459, has been 
used for reference in the preparation of my book. Book VI, which deals 
with precious stones, including jade, agate, crystal, amber, horn, and 
ivory, sacred figures in stone carvings, and a treatise on distinguishing 
between the fake and real antique will be found most helpful to all students 
of jade carvings. Book IX deals generally with objects used in the study 
and library, etc. Book XI, part T, has an excellent treatise on jade seals. 

Wen-hsien tung-Kao ^ JHc ji in 34^ books compiled by Mu Twan-Lin 
circa A.D. 1300. An encyclopaedia of general information extremely useful 
for the student of mythology and early Chinese ritual. Supplemented and 
revised in a.d. 1586 and 1772. 

Chinese Materia Medica, by Li Shih-chen. Published a.d, 1578. 

Ching-fi-ttang M HE by Chang Yiu-wen. China, a.d. 1595. Various 
descriptions of rare objects of Ancient China. 
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PHng shih ^ ^ “ History of Vases,” by Yuan Hung-tao, circa a.d. 1600. 

Po-wu-yao-Lafi ff % ^ M by Ku Ying t‘ai, China, a.d. 1631-7. A general 
treatise on objects of Vertu. 

Tien Rung K'ai zi’M 5c X Hi by Sung Ying-sheng. Published a.d. 1637 in 
three books. Book III describes among several other minerals, etc., jade, 
agate, and rock crystal. 

Shensien kung-kien {ill j®, General Mirror of Gods and Immortals, 

first published a.d. 1640 by a Taoist Monk. It contains a selection of about 
800 Taoist saints, sages, and divinities fully described. Second edition 
published a.d. 1700 in 32 books, and a third and revised edition published 
1787 in 39 books. Wylie refers to this work in Notes on Chinese Literature, 
p. 223. 

Tze~chi~fung-kien Kang-muh ^ 'jp M @ “ The Elucidation of Historic 

Annals,” by Ch‘en Jen-shih First published at the end of 

the Ming Dynasty, circa a.d. 1640, and revised in a new edition, 1708, in 
91 books. 

Ki-yuen Ki-so-ki ^ ® ^ ^ “ Select Extracts.” A compilation in 12 books, 

doctrinal, historical, and literary, of selections from preceding works. Much 
of the contents is devoted to matters of antiquity, and the rest deals with 
the Ming Dynasty. Published about a.d. 1660. 

Ku-chin-fu-shu 7^ H K‘ang Hsi’s Encyclopaedia, published A.D. 1662- 
1723. Sections dealing with pottery and sculpture have been referred to 
during the compilation of this book. 

Jeh-chi-luh 0 My “ Daily Jottings A collection of notes on a variety 
of subjects, including Imperial antiques, sacrifices to ancestors, etc., 
by Ku Yen-Wu ^ 33 books, published A.D. 1673. 

Chieh Tzu Yuan Hua Ghuan ^ X Si ® “ The Drawing Book of the 

Mustard seed garden,” written by Li Li-weng, and published during the 
reign of Khang Hsi. It is considered probable that many of the landscapes 
and ornamentations carved on Jade Boulders, during the Ch'ien Lung 
period, owe their inspiration to this Picture Book. (See F. Perzynski, 
The Burlington Magazme,yo\,'K^Fin,^.i‘jo).Th.Q firstfive volumes, published 
1678, have illustrations engraved by Wang An-tsie X ^ fli- The following 
seven volumes published in A.D. 1679, all illustrated by engravings done by 
Wang an-tsie, Pi-tsao, and Si-tsao. The next four volumes, published 1809, 
are augmented with colour illustrations. The entire work was translated 
into French in 1914, by R. Petrucci. 

Suen~tseh f ung-shu ^ ^ ^ guide to divination, published a.d. 1683 

by the Board of Rites. Revised under Imperial patronage in 1741 in 36 books 
and considered essential for the efficiency of State worship . {NljliQ, Notes on 
Chinese JUterature, pM 

Ku ChinTu ShuChiCPingi^ M ^ Ife iS - Published in a.d. 1726 in 10,000 
books, arranged in 6,109 categories. A general work of reference (in the 
British Museum), 

San~ts‘ai k‘u X ® A cyclopaedia of arts and sciences in 106 
books. With a number of illustrations. By Ch‘en Yuen-Tung. Published 

■A.D, ,1735 

Koh-Chi King-Yuenn ^ M A cyclopaedia in 100 books, compiled by 
Ch‘eh Yuen-lung ^ 7C til and published in A.D. 1735. It contains the origin 
and history of various subjects. Many of its quotations from literature are 
incorrect. (Wylie, Notes on Chinese Literature, p. 188.) 
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LIST OF CHINESE WRITINGS^co^imM^t/. 

T‘ao Shuo 1% ^ by Chu Yen. Published in 6 vols., a.d. 1774. Book IV dealing 
with Ritual Vessels and general descriptions. Part I (a) objects of the T'ang 
and Yii (third millennium b.c.) referred to in ancient text ; (b) objects of the 
Chou dynasty ; (c) objects of the Han Dynasty are of particular interest. 

Hsi Yu WSn Chien Lu. Published in a.d. 1777, by a Manchu author, an excellent 
treatise on Chinese Turkestan and the working of the jade quarries. (An 
extract from this excellent writing will be found in Bushell, Chinese Art, 
vol. I, p. 129, and Pope-Hennessy, Jacfe, p. 7.) 

Win fang ssu K'ao M # # by Tang Ping-chijn in 8 books. Published 
A.D. 1782. 

Book IV deals with ancient bronzes, ancient and modern jade, its history 
and characteristics, with copious notes depicting those minerals which 
bear similar characteristics. This book is worthy of study as it contains 
information of a technical character which should prove both helpful and 
instructive for those interested in the early Chinese mineralogical research. 

Kuyii fu Uao 7^ 3E ® Investigations into ancient Jades, by Wu Ta-ch‘eng 
(a.d. 1889), An exceptionally helpful book based on extant specimens. 

Sin-cheng cHu tu Ku cKi tu chi, by Li Ju-kien. 3 volumes, a.d. 1923. This 
writing, dealing primarily with the excavations at Sin-cheng, mentions 
certain specimens of jade found during these excavations. 

Chung Kuo mei shu, ^ H The Fine Arts of China, by Tai YtJ. Shanghai, 
A.D. 1923. 


Chung-tseng san-kiao Yuen-liu sheng-ti Foh-shi shm-shen-’M ^ 22. 

WL M ^ ^ IB - General history of the three religions of Early 

China. (Undated.) 

Ta-JCukyfen-sin-^ucm M Mr A treatise on divination of prehistoric 

tinies. (Undated.) 

Tseng-fu-fi ehtoan wan-foJi-kwei tsung if’ M M''' l§ ^ ^ treatise on 

talismans and charms of the early Chinese. (Undated.) 

TsHen-^Han-shu ff # “ Chronicles of the former Han,” by Chang K^ang 
Chwan. (Undated.)^^^ ^ ^ 


APPENDIX VIL 

BIBLIOGRAPHY CHIEFLY OF EUROPEAN AND AMERICAN 
WORKS RELATING TO CHINA AND ITS ARTS, MANY OF 
WHICH HAVE BEEN CONSULTED IN THE PREPARATION 

OF THIS BOOK. 

Augmented by the names of Catalogues and Collections reviewed. Certain of 
the books tabulated here are of a general character but, nevertheless, they will 
be found of great value to the student of Jade. 

Aalst, J. A. Van. China, Imperial Maritime Customs. II.— Special Series, 
No. 6. Chinese Music. Shanghai, 1884. 

Anderson, William. Catalogue of a Collection of Japanese and Chinese Paintings 
in the British Museum. London, 1886. 

Andersson, J. G. Preliminary Report on Archceological Research in Kansu. 

Bidletin Geological Survey, No. 5. Peking, 1923. 

Ashton, Leigh, and Basil Gray. Chinese Art. London, 1935. 

Ashton, Leigh. Introduction to the study of Chinese Sculpture. London, 1924. 

Bahr, A. W. Old Chinese Porcelain and Works of Art in China. London, 1911. 

Collection of Archaic Chinese Jade at present in England. 

Ball, J. Dyer. Things Chinese. New York, 1912. 

Ball, K. M. Decorative Motives of Oriental Art. London and New York, 1927. 
Bauer, Dr. Max, and L. J. Spencer, M.A. Precious Stones, their character and 
occurrence. London, 1904. 

Beal, S. Buddhism in China. London, 1884. 

Buddhist Records of the Western World. Translated from the book by 
HsiiienTsiang.London,i884andi9o6. : 

Bmyon,L. Londonjipii. 

Guide to an BMhition of Chinese and Japanese Paintings. British Museum. 
London, 1910. 

Biot, Edouard. Le Tcheou-U, ou Rites des Tcheou. 2 Yoh., and Table analytique. 
Paris, 1851, 

Bishop, H. R. Investigations and Studies in Jade. New York, 1906. 2 vols. 
Privately printed, only two copies known to exist in England, at the British 
Museum and the Victoria and Albert Museum. 

'Bishop , }!. . Collection of Jade and Other Hardstones. 

Metropolitan Muse^^ Handhook,IAn. 10. New York. 

Blondel, S. Le Jade, Etude historique, archeologique et litteraire sur la pierre 

appelee Yu par les Chinois. 

Bosch-Reitz, S. C. Early Chinese Pottery and Sculpture. Metropolitan Museum. 
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APPENDIX VIII 

MARKS, DEVICES, AND MAP. 

DATE MARKS. 

Dates may be indicated either by the reign-title or by cyclical 
characters or by a combination of both. The following marks, found 
chiefly on porcelain, show reign-titles. 


This is an example of a six-character mark. It is read 
from above downwards and from right to left. The first 
two characters are TA MING, ^ the name of the dynasty ; 
the second two are HSUAN TE, the reign period ; and the 
last two are NIEN CHIH, meaning “period made.” A 
version in archaic “ seal ” characters is shown on the right. 



MING DYNASTY, 

Below are some of the commoner date marks of the Ming dynasty. The six-character 
marks are followed by some four-character marks in which the name of the dynasty is 
omitted. It is the custom to refer to Emperors by the names of their reign-periods. 
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@ Ac 

^ m 


Ac 

¥ m 




CH‘ENG HUA HUNG CHIH CHENG TE GHIA CHING LUNG CH'ING 
(1465-1487) (1488-1505) (1506-1521) (1522-1566) (1567-1572) 


M Ac 

m 
m n 

WAN LI 

(1573-1619) 


y 

:K 

T'lEN CHT 
(1621-1627) 


¥ 








HUNG WU YUNG LO CH'UNG CHEN 
(1368-1388) (1403-1424) (1628-1643) 


Ac 



lijyaiKs 

fVl 


SHUN CHIH 
(1644-1661) 


MANCHU OR CHTNG DYNASTY. 

^ At 



% 


■ m 

K'ANG HSI 
(1662-1722) 



(1723-1735) 


DATE MARKS — continued. 





n_n 



IfD 


CHTEN LUNG 
(1736-1795) 


CHIA GHING 
(1796-1820) 




HSIEN FENG 
(1851-1861) 


TUNG CHIH 
(1862-1884) 


MiE 

Made by Imperial order 
in the Yung Cheng period. 



nJip: 

Imperial Seal 
of the Emperor 
Ch'ien Lung. 




I 

SSL 4 


r:333<«rfri 

Ih 

min 


TAG KUANG 
(1821-1850) 

H it 







KUANG HSU 
(1875-1908) 


u»r 

m 


CH'IEN LUNG 
(1736-1795) 

Name of dynasty omitted. 


CYCLICAL DATE MARKS. 

The Chinese cycle is a period of 60 years, and each year is indicated by combining 
two characters, the first being one of the Ten Celestial Stems and the second one of the 
Twelve Earthly Branches. 


7C it 

¥ m 

L 

IS fh 

Cyclical year i-yu (1465) of 
the Ming reign-period Ch'eng Hua. 


X 

sa 

Made in the cyclical year hsin ch‘ou re- 
curring (1721), indicating the recurrence 
of this date under K'ang Hsi, who reigned 
for over sixty years. 


¥ K 


Made in the cyclical year ping 
ksii (1766 ?), indication of which 
cycle is here omitted. 


~r 


Cyclical year kuei yu (1873), 
being the 13th of tlie T‘ung 
Chill period. 
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In the following table the first horizontal line of characters represents the Ten Stems. If the eye is carried 
vertically downwards from the Stem which occurs in an inscription until the Branch character is recognized, the 
date is found by taking the number printed here against the Branch to represent the year calculated from the 
bevinnins of the particular cycle concerned. From the end of the Yiian period onwards the cycles began in 1124 , 
1 I 4 , 144,1504 : 1564 , 1684 . 1744 . 1804 , 1864 . and 
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MARKS OF DEDICATION AND GOOD WISHES. 

II 


B 

IKI 


-1-^ 


S3 




•dbr 

nf 

TA CHI. WAN SHOU WU CHIANG. 
“ Great Good-luck.” “ A myriad ages never 

ending.” 


M 


YUNG CHING 
CH'ANG CH‘UN. 
Eternal Prosperity and 
enduring Spring.” 



CH‘ANG MING FU 
KUEI. 

“Long Life, Riches, 
and Honour.” 


lU 


WEN CHANG SHAN TOU. CH‘ING. 

“ Scholarship high as the “ Congratulations.” 
mountains and the Great Bear.” 






“ Happiness, Rank, and 
I.,ongevity.” 


^ m 
W M 

FU KUEI CH'ANG 
CH‘UN. 

“ Riches, Honour, and 
enduring Spring.” 


SHOU. 

“ Longevity.” Known in 
Holland as the Spider mark, 



CHIHSIANGJUL TE HUA GH'ANG CH'UN. CHIH. 

“ Good fortune and “ Virtue, Culture, and “ By Imperial order.” 

fulfilment of wishes.” enduring Spring.” 

WAN LI NIEN TSAO 
“ Made in the Wan Li ■ 




SHUANG HSI. BARAGON TUMED. 

“ Double, or wedded, Joy.” “ For the Princess of the west wing 

Inscribed on bridal presents. of the Turned Mongolian Banners.” 
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MARKS IN PRAISE OF THE PIECES INSCRIBED. 


S ^ 

Yli. “Jade.” KU. “Ancient.” WEN. “Artistic.” CHEN. 





“ Precious, a Gem.' 


;ffli ^ 






* 

f- B ■ ift 

^ « 



CHEN YU. 

CHT YU PAG TING 

WANYtJ. 

YA WAN. 

“ True Jade.” 

CHIH CHEN. 

“ Trinket Jade.” 

“ Artistic Trinket.’ 


“A Gem among precious 
vessels of rare Jade.” 







fit 


mm 

CH‘ISHIHP.40 . 

CHEN WAN. 

CH‘I CHEN JU YU. 

TSAICH'UAN 


TING CHIH CHEN. “ Precious “ Rare and precious CHIH LO. 

“ A Gem among precious Trinket.” as Jade.” “ I know that they 

vessels of rare Stone.” [fishes] rejoice in 

water.” 


SYMBOLIC MARKS. 




TPIE EIGHT TRIGRAMS (pa kua\ in the centre of which 
is a symbol for the Two Regulating Powers (yin and yang). 



MAP OF CHINA SHOWING CHIEF CENTRES OF 
ARTISTIC ACTIVITY 
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INDEX 

The Roman numerals refer to the Plates. 


A 

Abbes, D., Jades in the Collection of, 
vir, X 

Abhida, 156 

Abundances, The Three, 131 
Accomplishments, The Four, 124, 141 
AMvata, 122 
Ajita, 156 

Alms Receiver, The, 156 
Altar, The Household, 138 

Screen, Carving of, gxxx, 146 
Ambrosia Vase, held by Goddess, cxliv 
Amitabha, 120 
Amulets, ii 

Ancestral Worship, 14, 42 
Vessels used in, 139 
Ancient Ornaments, The Twelve, 116 
Anijida, 156 

Animal Forms, Introduction of, 68 
Portrayal of, 93 

Antiques, The Hundred, 107, 124 
Antler, Bone, 104, xlviii 
Apple Green Jade, Carvings in, 55 
Aquatic Grass, The, 118 
Archaic Carvings, Type of Jade used 
for, 13 

Jades, Absence of carving in, 56 
Arhats, The Eighteen, 29, 155 
Arrow Head, Carvings of, vi, 14 
Asquith, Hon. H., Jade Collection, lxxx 
Aston Collection, Victoria and Albert 
Museum, xxiv 
Astronomical Jades, 27 
Astronomers, Effect on style of carving, 
14 

Asvahgosha, 156 

Authority, Symbol of, xiii, 20, 22 
Avalokitesvara, 153 
Avanturine, Indian, 157 
Quartz, 37 
Axe, The, 42, 118 

Ritual symbol in the form of an, 
XII, 18 


Axe, Ceremonial, with Dragon handle, 
pni, 37, 38 

With serrated edges, xrr, 24 

' " B 

Back-scratcher, of Jade, III 
Ball, The brocaded, 78 
Bats, Five, Meaning of, 88 
Badge, The Fish-, 102 
Badger, The, 82 

Carving of a mythical, lxxiii, 83 
Bahr, A. W., Jades in the Collection of, 

IX, XIII, XIV, XV, XVIII, XX, XXIII, 
XXVI, XXIX, LIV, LX, LXXX, XCV 

Bamboo, The, III, 127 
Pattern, iii 
Rods of, 124 
Tablets, Use of, 112 
Bat, The, 89 
Bats, Five, 149 

Beaker, Carving in form of, cxiv, cxvi, 
138 

Bear, The, 8r 

Carving in form of, xxxi, 81, 

■ Lxxvm 
-Dog, 82 

Bearded Dog of Fo, lxvi 
Bell, The Buddhist, 120, 124 
Bhadra, 156 
Bibliographies, 166-174 
' Bird forms, 95 

Carvings of, 98 
Black Jade, 9 

Ritual Knife, 18 
Blessed, Islands of the, 151 
Blessings, The Five, 89 
Boar, The, 84 

Books, A pair of (emblem), 124 
Bottles, Snuff, 142 
Boulder Carving, lxxxix 
Bowl, Carvings of a, in, 5, xxxii, xxxv, 

LXXIX, 89, G, CI, CXIII, CXXIX, I45, 
CXXXIII, GXXXIV, XCIX 


INDEX 


Bowl and Cover, iv, 7, xl, 53, xlii, 55 
Bowls, Tea-, i, i, m, 5 
Box, Carvings of a, cxxi, 140 
Brahma, Vessel peculiar to, 120 
British Museum, Jades in the, xlviii, 

LXXX, XXXVII. 

See also Eumorfopoulos. 

Brocaded Pattern, III 
Bronze, Mirror in, 30, 74 
Brown, Miss Elizabeth, Jade Bowl, 
property of, xcix. 

Bruce, R. G., Jade Collection, lxiii 
Brush Bath, The, 144 
Cylinder, 141, cxvi 
Pot, cxxvi 

Buchanan-Jardine, Sir John, Jades in 
the Collection of, xciv, cviii, cxiii 
Buckle Carvings, xxiii, 104 
Buddha, Birth of, 78 

Symbol of the heart of, 89 
The Throne of, 120 
Buddha’s Foot-Prints, 127 
Hand Citron, 13 1 

Buddhist Emblems, The Eight, xxxv, 
119 

Buffalo, Carving of a^xxvi, 38, 39, lv, 
75, Lxxvm 

Bulgari, S., Jade Collection, gxlv. 
Burial, Effect of > on Jade, 157 

Carving in form of a Butterfly, 90 
Carvings, Decline of, 51 
Jades, 15, 16, 36, 56 
Objects used in Ritual before, 138 
Butter, Mrs., Jade Collection, cxi. 
Butterfly, The, 89 

C 

Calligraphy, Emblem of, 124 
Calmann, M., Jade Collection, lxix, 

LXXI 

Candlesticks, Pricket, 138, 140, xci 
Canopy, The, 120 
Carp, The, xciv, 103, 10 1 
Carving, High undercut relief type, 39 
Jade, Methods used in, 2, 50 
Pierced type of, 39 
Cash, The, 124 

Cash-rat, Carving of a, lxxiv, 83 
Casket and Cover, of Bronze form, 
cxm, 13s 
Cassia, The, 32 


Castanets, The, 124 
Cat, The, 85 

-Demon, The, 82 
Double- tailed, lxxv 
Celestial Forms in Jade, 147 
Fox, The, 86 

Censer, The, as an Emblem, 127 
Use of the, 140 
Centipede, The, 91 
Chalcedony, 157 

Chati^ The, 43, 44, 45, xxxi, 124 
Chang Nai-chi, Jades in Collection of, 

VI, XIX, XXII, LXXI, LXXVIII. 

Chang, The, 14, 15, 18, 22, 31, 120 
The Twelve, 92 
Chang Chow, 89 
Kuo, 134 

Kuo-Lao, The Steed of, 92 
Pang-ki, 22 
Tao~ling, 77 

Chao~chin Tao-shih, 100 
Chao-kien-tze, 84 
Chariot Vases, 97 

Charms, 29, 30, 33, 35, 82, 84, 93, 96 
Ch’an CWu, 32, xx, 88 
Chu, 93 
^^,32 

Ch'ang Ngo,'iz, \$i,iooXmiX^ ^ 

CKang-0,^(i,()z 

ChHen, The, 124 

Lung period, Carvings of, 56 
GGf, 107, 124, 141 

The, 77, 90, Lxii 
Ch’i Pao, X20 

107, 113,124, 141 
ChHn Shih, 16 
ChHng, 103, 1 13, 127 

Dynasty, Carvings of, 61 
shiu wan, 140 
CPiu Puei, 133 
Chhm-niii, 74 
Chu' eh Ch'iieh, 87 
Chemical Analysis of Jade, 8 
Chin Chih, 143 

Kuei, 1^,20,22 
Chen-jeti, 64, 155 
Kuei, 131 
Cherry, The, 133 
Chi, 100 
Chien, 122 

T'ung, The, 141, cxxv 
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Chi-hsa, Description of the, 42 
Child, held by Goddess, 154 
Chime, The Stone, 114 
Chimera, Carving of a Winged, lx, 79 
Chin CKu, Carving of a, lxxiv, 83 
Lun^ The, 122 
China, Map of, 180 
China Root, 133 
Chinese Dynasties, 164 
Chinese Government Collection of 
Jades, XXXIV, lx. 

Chinese Religious Festivals, 163 
Chinese Words, Glossary of, 159 
Ching-Mao, 42 
Chiu CKi tsun, 97 
Hu, The, 140 
Chloromelanite, 7, 9, 59 
Chou Dynasty, Carvings of the, 5 9 
-Kung, 41 
Chow, The, 83 
Chom~ts'ang, The, cxlii, 152 
Chrysanthemum, The, 133 
Chrysoprase, 157 
Chu, III, 113, 124, 127 

Chu Hua, 122, 

p’a, III 
Ping ch'en, izz 
Ts^ang Shin, izz 
Tsun, 140 

Chuang yuan chi ti, 142 
Chiieh, The, 42, 48 
Chiieh-p'an, The, 45 

Tieh, The, 45, xxix 
T'sun, The, 45 
Chuh, 33 
Chih Ung, 100 
Chun-ti, 153 
Chung, 1 13 
Chiio, 140 

Cicada, The, 103, xcv, 104 
Citron, The Buddha’s Hand, 13 1 
Clausen, H. P., Jade Collection, xxxiii, 

LXII, CXXXII, CXLIV 

Cloud Decoration, 63, 89, 109 

and Thunder Pattern, 108, 118 
Club of the Seven Worthies of the 
Bamboo Grove, cxxvi 
Cock, The, 33, 83, 100 
Cockatoo, The, 154 
Cockerel, The, cxlvii 


Colour Characteristics, Usage of, 85 
Most venerated by Chinese, i 
Connubial affection. Symbol of, 99 
Constellations, Various, 29 
Cooper, Major R. W., Jades in the 
Collection of, cxxiii, cxxxvir 
Cormorant, The, 100, lxxv 
Cosmic Charms, 35 

Cowan, Ashley, Jades in the Collection 

of, XLII, XLIV, XLVI. 

Crane, The, 135, 149 
Creatures, The Five Poisonous, 91 
The Four Supernatural, 90 
Crow, The, 33, 98 
Cuda-Panthaka, 156 
Cup, Carving of a, xxv, lxxv 
Stem-, xxxii 
Tazza shaped-, 140 
Libation-, Lxxxvi 
in form of Bronze 1 , xxxi 
Wine-, XXXIV 

Cylindrical Caskets, Carvings in form 
of, cxv 

y T> ' 

Dance Axe, The, 24 
Date Marks, 175 
Dating Jade Carvings, 12, 59 
Decoration, Graeco-Bactrian, 74 
High undercut relief, 50, xxxii 
Decorative Objects in Jade, 53, 56 
Deer, The, 79, 13 1 
Dharmatrata, 156 

Diaper Pattern, Bamboo in form of, iii 
Diapered Lozenge Pattern, no 
Disc, A Ritual, cxx, no 
A serrated, 29 xvir, 

Divination, Early use of, 27 
Diviners, Mediums of the Early, 103 
The Five Chief 64 
Divining Rod Receptacle, 138 
Divinities, Taoist, 148 
Dog, The, 33, 84, Lxxiv 
Eaten in China, 83 
Bear, The, 82 
. Hunting, The, 83 
Lion, The, 78 

of Fo, 77, 78, LXI, LXIir, LXVI 
Dove, The, 97, 154 
Chariot Vases, 97 

Dragon, The, 15, 33, 36, 67,90,133,149 
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Dragon Boat Festival, 1 1 
-Headed Buckles, 70 
Charm, 68, 116 
Fly, The, 105 

Horse, 72, 73, 75, liv, lviii 
Ming, The, 52 
Plaques, li 
Ring, n, 69 
Worship, 67 

Drilling, Meaning of Imperfect, 21 
Drum, The Thunder, 109, li 
Duck, The Mandarin, 99, lxxiv 
Duodenary Circle, Twelve Animals of, 
33 

E 

Eagle, The, 99 

Eckstein, Sir Bernard, Bart., Jades in 
the Collection of, lxv, lxvii, lxxxiii, 

CIV. 

Ecliptic, Twelve divisions of, 29 
Eight Buddhist Emblems, 102 
Happy Omens, 118 
Musical Instruments, 113 
Precious Things, 124 
Trigrams, 107 

Elephant, The, 80, 8i, lxx, lxxii, 122 
Vases, 140 
Elixir vit£e, 33, 86 

Emblems of Imperial Sovereignty, 118 
The Eight Immortals, 147 
used for Decoration, 107 
Emerald green Jade, Carvings in, 55 
Entrails, Meaning of the, 120 
Eumorfopoulos Collection of Jade, 
British Museum, vi, xi, xii, xiii, 

XXIII, XXX, LI, LXXV, LXXVIII 
Eumorfopoulos Collection of Jade, 
Victoria and Albert Museum, vni, 

X, XVII, L, LVI. 

Exorcising Charms, 35 

Eye, carved in palm of hand, 154 

F 

Falcon, The, 99 
Fan, The, 122 

Fang Sheng, 20, 108, 124, 127 

Fang yin^ 99 

Fei-shihy 78, lx 

Fei-'shu^ 89 

Fei tshii Jade, i, no 

Felicitous Omens, 5 


Felicity, Symbols of, 95 
Felspar, 157 

Feng huang, The, 68, 95, 149 
Fertility Deities, 14, 32 
Festivals, Chinese Religious, 163 
Field Museum, The, 17, 29 
Finger- Citron, The, 132, cxi 
Fire, Carvings subjected to action of, 
A3>i57 

Fish, Meaning of the, 120 
Pendant, 10 1, lxxxviii 
Twin, loi, 103, xcii, xcv 
Fisher, Dr. J. W., Jades in the Collec- 
tion of, XXXIII, CXIII, cxxxi 
Five Bats, The, 89 
Flowers, The Basket of, 124 
of the Four Seasons, 133 
of the Twelve Months, 133 
Flute, The, 1 13, 124 
Fly whisk or Flap, 122, cxliv 
Flying Lion, lx 
Fo, Dog of, 77, Lxi 
Foot-prints, Buddha’s, 127 
Fox, The, 85 
Foundling, The, 156 
Friends, The Three, in 
Frog, The, 92, 

88, 118, 149 
Fu-Hsing, 148, Gxxxvi 
Fuh-chuy 154 
Ftih-Ling, The, 133 

Fulford, Frank FI., Jades in the 
Collection of, xxvii, xxxix, lxvi, 
LXXXV, CVI, CXII, cxv. 

Fmg-kan shen-shi, 155, cxlvii 
Fungus, The Sacred, 127, 133 

G 

Games, The Emblem of, 124 
Gardenia, The, 133 
Gems, The Seven, 120 
Geological Museum, London, Jade 
specimens, v. 

Gieseler, Dr., Jades, Collection of, xx 
Girdle Ornament, The, 67, 81, 90, 100, 
no, xix 

Girl, Jade-like, 122 
Glutton, The Lazy, 156 
Glossary of Chinese Words, 159 
Gnomon, The first in China, 27 
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Go-board as an emblem, 124 
Goat, The, 33, 82, lxxii 
God of War, The, 74, cxlii 
Gold, used in decoration, xcviii 
Golden Calf, 156 
Wheel, The, 122 
Gopaka, 156 

“ Gore ” Collection of Jades, xl, lxiv, 

LXVIII, LXXVI, LXXXIV, LXXXIX, CV, 
CXXV, CXLIV 

Gourd, The Pilgrims, 124 
-shaped Vase, cvi 
Graeco-Bactrian Decoration, 74 
Grain Motive, 1 10 
Grass, The Aquatic, 118 
The Five Blades of, 127 
The Tuft of, 135 
Grasshopper, The, 205 
Guardian of Sacred Buildings, The, 78 
Guimet, Musee, xx. 

Gunamati, 156 

H 

Ha Ma^ 92 
Hai ma p'u fao^ 74 
shou^ 78 
t'ang, 133 

Hair Ornaments, 1 1 1 
Halls of the Sun and Moon, 86 
Han Dynasty, Style of, 37 
Carvings of, 60 
Han Hsiang Tzu, 124 
Han-shan-tze^ 156 
Hand Rests in Jade, 144 
Happiness, The God of, 149 
Happy Omens, The Eight, 118 
Hardness, Scale of, 8 
Hare, Legends of the, 32, 33, lxix, 86, 
87,92,127. 

Heaven and Earth, Symbols of, 15 
Heaven, Six Influences of, 29, 36 
The Ruler of, 149 
Tablet of the Son of, 17 
Heavenly Horse, The, 104 
Heh-hu, 

Hemp, Plants of, 1 18 
Heron, The, 98 
Hian Tsi, 100, cxLvir 
Hien, 100 

Hsieh-fien ta-ti, i$2 
Hsuen-f an p'u-san, 77 
Ho, 140 


Ho-ch'ing, 140 
Ho Hsien Ku, 124 
Hog, The, 33 

Holmes, Mrs. C. R., Jade Collection, 

LXIX. 

Homberg, Joseph, Jade Collection, xxv 
Honan, Jade from, 37 
Honours, The God of, 149 
Honorific Vase, A, Lxxxvir 
Horns, A pair of, as an emblem, 127 
Horse, The, 33, 39, lv, 72, 73, 74, lv, 
LVI, LVII, 75, 83, 99, 122 
Dragon -headed, Lvni 
Heavenly, 104 
and Monkey, 88 
Mythical, lviii 
Sea-, 78 

White-, used in sacrifice, 74 
Horses of Mu Wang, 73 
Use of Wooden, 73 
Hou, 87 
Hou /, 151 

Hound of the Chase, 83 
Hsi, 41, 149 
Hsi Fan Tso, y 
Tsun, 140 

Yii Win Chien Lu, 3 
Wang Mil, 32, 97, 149 
Hsiang, 41, 42, 122 
Tsun, 140 

Hsien, Symbol of the, 104 
Hsing Chin, 116 
Hsuan, 113 
Hsuen-fung-tze, 151 
Hsung, 81 

Hw, 14, 15, 23, 31, 76, 80, 149, CIV 
Hu-lu, 124. 

Hu iieh, 8g 
Tsun, 140 

Hua, loj, 120, 124, 141 
Hua ch’utig, 1 16 

hsueh tai tsao, 2 
Lon, 124 
tsun, 12^ 

HuoJt, 42, 43 

Description of the, 25 

~ti, CXL 

Huang, The, 14, 15, 31, loi, xix 
Ts'ung, is, ix 
Hui Hui Wm, 123 

Human Dragon, The, loi 
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Human form, The, i6, 37, xr, xxn, 59, 

85. 

Hundred Antiques, The, 124 
Hunter, The, 36 
Huo, 1 16 

Husen-fafip'u-sah, 149 
Hva-shan, 156 
Hwa-shi, 64 
Hwang Ch’i-p'ing, 83 
Hwang-Mu, 41 , 43 
Hwei-tsang-shen~shi, 156 
Hwei-ynm sheii-shi, 155 
Hwah, 24, xrv, xv 

I' ' 

Icarina, 113 

Imitative Works in fade, First signs of, 
61 

Immolation of Human Beings, 73 
Immortals, The Eight Taoist, 5, 123, 
147, 148, cxxxv 

The Means of Transport of the, 149 
Immortals, The Seven, of the Brah- 
mans, 36 

Immortality, Dew of, 92 
Imperial Charms, 35, 68. 

Emblems, 17 
Five-clawed Dragon, 71 
Investiture Tablets, 25 
Ladle, 42 

Ritual Wine Cup, 47 
Sacrificial Robes, 1 16 
Sacrificial Rites, 10 
Seal Mark, 57 
Writing Tablet, 23 
Yu"Stone, 38 

Implement Forms, Dating of, 59 
Imported Stylistic Influence, First signs 
of, 60 

Incense Burners, xxvii,xxx, 46, xxxvii, 
49,52, XU, 53, xLiii, 57, mi, 71, 
Lxxxir, 90, cv, 112, cxvii, 137, 

CXVIII, XUII, 140, XLIV 

in the form of a Dog of Fo, lxv 
in the form of a Duck, xc, 100 
Income, Symbol of, 79 
Indian Carvings, 7 
Ingada, 156 
Ink Pallet, The, 143 
Inscriptions on Carvings, 57 
Insect killer^ The, 104 ^ 


Inseparable, The, 156 
Instruments, The Eight Musical, 113 
Bronze Sonorous, 81 
Islands of the Blessed, 15 1 
Isvara, 155 

J 

Ja, Description of, 43 
Jade Carver’s Workshop, 4 
Divining Rod, 27 
Eaten as Food, i 
Effect of Heat on, 49 
Embodying Solar Light, 9 
European Classification of, 7 
First Composite Form Found in, 14 
Men, 24 

Methods of Working, 2 
In the Mouths of the Dead, 10 
Peculiar Powers Attributed to, 59 
Reason for Colour of, 13 
Use of in Ancient Times, 10 
Where Found, 3, 9 
Why First Used by the Chinese, 14 
Worn to Prevent Illness, 77 
Varieties of, Dating of, 75 
Venerated by the Chinese, 2, 10 
Vessels Used at Imperial Confer- 
. ences, 45 

Jadeite, 2, 8, 55, cii, cm 
Jade-like Girl, The, 122 
Jasper, 157 

Jewel, The, of the Law, 78, 124 
Jewelled Buddha, 7, Frontispiece 
Jewels, The Wonder-working, 122 
Ji Yu, 52 
Jih, 1 16 

Joseph, Mrs, Emma, Jade Collection, 

LII, LXXVII 

Joss Stick-holder, 140 

Ju-i or Sceptre, 63, xlv, xlvi, xlvii 

Ju I Chu, The, 122 

K 

K’ang Hsi period. Carvings of, 55 

K’ing, a Musical Stone, 38 

K’uei hsing, 152 

K'iih, 39 

Kai, 120 

Kalasa, The, 120 

Kalika, 156 
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Kanaka-Bharadvaja, 156 
Kanaka-Vatsa, 156 

Kent, H.R.H. the Duke of, Jades in the 
Collection of, lxxxii, cix, cxvi. 
Key-fret Pattern, 108 
Kiang Tze-ya, 77 
Kiao-chHh, 68 

King Edward, His Majesty, Jades in 
the Collection of, xlv, xlvii, xlix, 
xcviii, exx, cxxi, cxxix 
Kfo, The, 48 

Killy 97 

Kiu~Ko, 89 

Kiu-mo-lo-to tsun-chehy 156 
Kiu-sheng, 133 
Kiu Shih So, in 
Knife Forms, Dating of, 60 
Ko-chHngy Description of, 114 
Ko YaOy 143 
Yuy 82 
Kou-tzu, 83 

Kuy no, 1 13, 138, cxiv 
Ku kueiy 20 
KupiyiiOyX 

Kii-ti hwo-shang, 1 56 
Kuyufoup’Uy^y2(> 

Kuan- Yin, 153, clxiii, 154, cxlvi, 

„ CXLVII 
KuangyCXKii 
Kileh, 102 

Kueiy Symbol of Authority, 14, 15, 20, 
22, XIII, 31, 42, 67, 90, 102, 103 
Kun, 124 

Kmig-choh, The, 138 
Kung Kueiy The, 25 
Kumarajiva, 156 
Kwan Ch’ang-sheng, 152 
Kwan-fu tze, 1 52 
Kwan-kung, 152 
Kwan-p’ing, 152, cxm 
Kwan-ti, 152 
Kwan-Yii, 152, cxlii 
Kwei-peu, 64 
Kw’ei-sing, 152, footnote 2 

L 

Lamp, Use of the, 139 
Lan Ts’ai-ho, 124 
Lao Tze, 148, 155 
Lavender Jade, where Found, i 
Law, Symbol of the, 78 


Leaf, Artemisia, 127 
Leaf-like Plant, Meaning of, 135 
Lei Wen, 108 

Lever, Lady, Art Gallery Collection, 
xci, ci, cx, CXXVIII 
Li, 103 
Li-chHngy 11^ 

Li Kiy The, 41 , xxvrri 
Li-sao, poem, 1 1 
Li Shou, 8 ^ 

T'ieh-kuai, 124 
Liang Tombs, 79 

Libation Cup, The, xxiv, 48, 50, 53, 
XXXIX, 137, IXXXII, LXXXVI 
Lien, cxv 

Lien Him y 124, 127, 133 
Lightning, Pictorial Rendering of, 116 
Ling Chihy Fungus, 63, 93, 127, 133 
Lion, The Buddhist, 77, 78, 79, 80, 140, 
Lxm, Lxvn 

Literature, God of, 142, 151 
Literary Aspirant, The, 152 
Liu Hai, ^2, 151 
Liu Han, Messenger of, 92 
Kia,y^ 

Ngan, 100 

Prince, II 
Do, The, 120 

Lohans, The Eighteen, 155 
Long Table, The, 138 
Longevity, God of and Symbol of, 79, 
97. H9 

Lotus, The, 132, 133 

Bloom, Meaning of the, 130 
Flower, as an Emblem, 124, 127 
Meaning of the, 130 
Pod, 143 

Scroll iJesign, 133 
Sprigs of, 100 
The Triple, 130 
Lotus School, 89, 155 
Lozenge, The, no, 124 
Lu, 79, 140, 149 
Lu~peiy General, 152, footnote 3 
Luh-FIsing, 148, cxxxvi 
Lun, 1 18 

Lunar Mansions, 30 
Lung, 67, 69, 78, 1 16, 149 
Lung Ma, 72, lviii 
Men, 1 01 
Lung-mu, 154 
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Lung-nuy 154, cxlvi 
pirn, 44 

Lii Tung-pin, 122 
Lute, 1 13 
Lyre, The, 124 

M 

Ma, 122 

Ma-ming tstm~cheh, 1 56 
Mackerel, The, 103 
Magnolia, The, 133 
Maha Kasyapa, 156, cxlviii 
Maha~Panthaka, 156 
Maha-Tantra System, 91 
Maitreya, 120 

Malcolm, Major-General Sir Neill, Jades 
in the Collection of, xxxii, lvii, lviii 
Mallow, The, 133 

Manchester City Art Gallery, Jades in, 

XLI, XCIII, CXXII 

Mandarin Duck, The, 100, lxxiv, 99 
The Heavenly, 149 
Mantia religios, 105 
Mantis, The, 104 
Mao Kuei, The, 24 
Map of China, 180 
Marks, Date, 175 

Marks of Dedication and Good Wishes, 
178 

Marriage, Vessels used during Ceremony 
of, 140 

Married Bliss, Emblem of, 77 
Master of Religious Ceremonies, Duties 
of, 76 

Meander Pattern, The, 108 
Medicine Bottles, 142, lxxv, cxxvir 
Mef, 133 

Met Hua, 127, 133 
Metempsychosis, Use of, 118 
Mi koi, 102 

Miao-Shen, Princess, 122, 153, cxlv 
Millet pattern, The, no 
Mineralogical Classification of Jade, 7 
Methods used in Determining 
Hardstones, 157 

Ming Dynasty, Carvings of, 49-52, 61 

Ming shih, 87 

Ming Yuan Chuang, 87 

Mining Jade, Methods of, 49 

Mirror, Bronze, 74 

Mo Chuang Man Lu, 20 


Modiano, Madame Vittoria, Jade Col- 
lection, XG 

Mo-ho-k’ai-yeh tsun-cheh, 156, cxlviii 
Mo Juan, 143 

Moh’s Scale of Hardness, 8 
Monarch, Attributes of the Universal, 
120 

Monastic Workshops,Carvings produced 
in, 53 

Mongolian Chargers, The Six, 73 
Monk, The Nesting, 155 

With the Calico Bag, 156 
Monkey, Worship of the, 33, 84, 87, ix, 
Lix, 88, Lxxvii, 118 
Months, Flowers of the Twelve, 133 
Moon, The, 30, 32, 86 

Halls of the Sun and the, 86 
As an Emblem, 116 
Moon-frog, 32, XX 
Mortification, Practice of, 36 
Motion of Life, Power to express, 60 
Mountain, Cock, 100 

and Dawn Goddess, 1 53 
Mountains Carved in Jade, 144, cxxxii 
The Sacred, n8, 163 
Mouse, The Flying, 89 
Mu tan, 133 
Muyu, loi 

Music, The Emblem of, 124 
Musical Instruments, The Eight, 113 
Jade Stones, 38, 127 
Mutton Fat Jade, 2, lxiv 
Mythical Horse, The, lviii 
Mythological References to Jade, 10, 1 1 

N 

Naga, 67 

Nagasena, 156 

Nakula, 156 

Nan, The, 25 

Nan-teu luh-sing, 29 

Natural Boulder carvings, Lxxxix 

Naturalistic Forms in Jade, 97 

Neolithic Age, The, 14, 39 

Nephrite, Characteristics of, 2, 8, 13 

Necklace, The Buddhist, 1 54 

Nm-tan-hwa,i'^y 

Ngao, The God, 152, cxli 

Niu, 74 

Noble, The, 156 
Nymph, The Heavenly, 155 
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O 

Objects, The Six Sacrificia], 31 
Oppenheim, H. J., Jades in the Collec- 
tion of, LXXV, Lxxvni 
Omens, The Eight Happy, i iS 
Optical Test, Use of the, 157 
Orion, Symbol of the, 36, 76 
Ornaments, The Twelve Ancient, 88, 
98, 116 

Ox, The, 33, 74, 75, XXVI, lv, lxxviii, 
xcv 

Ceremony of beating the, 74 

, P' 

Pa An Hsien, 107, 122 
Pa Chi-Hsiang, 'Th.t, 118, 102 
PaKua^ The, 15, 72, 107, 141 
P(2o, The, 107, 124 
Pa iS'/tew, 85 
Pa Yin, 107, 113 
Padmapani, 120 

Paget, E. L., Jade Collection, cxxvi 
The, 41, 42 

Painting, The Emblem of, 124 

Pal asolithic Age, The, 18 

Palace Guardian, The, 83 

Pallets, Ink, 143 

Paw, The, 124 

Pao-fao, 89 

Pao ting, YlaQ, izj 

Paper Weights, 143 

Parrot, The, 154 

Patra, The Buddhik, 143 

Patterns, Various, 108 

Sleeping Silkworm Cocoon, 25 
Peach, The, 89, 13 1, 140, Gvn, 133 
Peaks, The Five Sacred, 1 18 
Pear, The, 133 

Pearl, The Fabulous, 29, 63, 124, 130, 
:;^::i54, cxLrv 

Pedestals, Tortoise-shaped, 91 
Peh-i Kuan Yin, 154, 

Peh-Ying-Wu, 

Pei tou, The, 142 

Pekinese, The, 78, 83 

Peletier, G. Ribbins, Jade Collection, 

XXV 

Pendant, Carving of a Fish-, loi, 

LXXXVIII 

Pencil Rests, 143 
Peony, The, 133 


Perch, The, 103 

Phoenix, The Chinese, 90, 95, 116, 154, 
Lxxxviir 

Pheasant, the Argus, 95, 1 16 

Philosophical Beliefs of the Chinese, 15 

P’aw, The, 45, 46, xxx 

P’aw k'ui, 69 

P'eiyiiyu, 103 

P'i-sieh, 77, Lix 

PV-fo, 155 

P’ifig, 120, 140 

P’o, 103 

Pi, The, 14, 15, 17, 25, 30, 32, 144, 
XIII, xvir, cxx 
Pi Chuang, The, 145 
Pi-Chiieh, The, 42, 44, 48 
Pz /m', 144 
Pi-hsiek, LK, 6y 
Pz Xo, 144 
Pi-San, 42, 43 , 44 
PiTingJu~i,izy 
Pz 141, CXXVI 

Pi Yu,i 

Pietra di hijada, i 
Pien Chang, 18 
Pien-chHng, 1 14, 127 
PienFuhTse,SS 
Pig, The, 33, 36, XXI, 84, 88 
Pigeon, The, 97 V 

Pendants, 98, LXXVIII 
Pilgrim Bottle in Jade, cx 
Pillsbury, A. PI., Jades in the Collection 
ofjXix': , 

Pindola-Bharadvaja, 1 56 
Pine Tree, The, 89, 127, 135 
Rat, The, 87 
Planets, The Five, 29 
Plate, Plain or fluted, 46, Giv, cv, 
,cxxiv,'ii2, XXXVI, no' , 

Plaque, Carving of a Pierced, xtix 
Plum, The, 133 
Po hu Pung, 18 

Po Ku, Catalogue of the, 78, 107, 124 
Po ku fu I’u, The, 109 
Po shan lu, 39 

Poets of Noble Birth, The Six, cxxvr 
Pomegranate, The, 13 1, 133 
Poppy, The, 133 
Prayers, The Roll of, 1 54 
Protector, The, 156 
Prunus, The, 127, 133, 148 
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Pii-tai hwo-shang, 156 
Pu Ti, 149 
Puh-shi, 64 

Pure Ones, The Three, 155 
Purple Jade Mountains, 155 
Purse, A Fish-, loz 
Pyrophyllite, 1 57 

Q 

Quartz, Avanturine, 37 
Quartzite, 157 

Queen Mary, H.M., Jades in the 
Collection of, Frontispiece, i, xliii, 
81 

Quiver Receptacle, The, 141, cxxv 
Quong, The, 42 

R 

Rabbit, The, 32, lxix 
Rahula, 156 
Rain Deity, The, 135 
Ram, The, 82, lxxiii, lxxviii 
Raphael, Oscar, Jades in the Collection 
of, xxn, LV, LVi, Lviix, lxix, lxx, 
cxxxvni 

Rat, The, 33, 83, ix 
The Cash-, Lxxiv 
The Fairy, 89 
The Heavenly, 89 
Rebus Meaning Devices, 107 
Recumbent Silkworm Pattern, 109 
Reed Organ, 113 
Regeneration, Symbol of, loi 
Religious Festivals, Chinese, 163 
Resin, Eaten as Food , 1 3 3 
Resonant Stone Carvings, 38 
Rhinoceros Vases, 140 
Rice, Grains of, 116 
Offerings, 139 

Ritual Carvings, Dating of, 59 
Disc, A, 29, Gxx 
Emblems, Defacement of, 18, 59 
18, 24, xiir 

to the God of Agriculture, 64 
Pendant, 70 
Symbols, 17 
Vessels, 56 

River God, The, 74, 90 
Robes, Imperial Sacrificial, 118 
Rod, The Diviner’s, 104 
Rosary, The Buddhist, 154 


Rough Jade, v 
Rust-coloured Carvings, 37 
Rutherston Collection of Jades, 16 

S 

Sacred Duck, The, 99 

Fungus, as an Emblem, 127 
Mountains, The, 118, 163 
Sacrifice to the Ancestors, Ritual of, 48 
Salting Collection, British Museum, 

LXXXVII 

San, The, 48, 120 
San She, The, 140 
San-Ts’ing, 155 

Sceptre, The Bone, 65, xLViri, 68 
The Diviner’s Rod, 104 
Schiller, F., Jade Collection, lvii 
Scholar, Emblems of the, 124 
Schuster, Sir George, Jade Collection, 
cxLir 

Scorpion, The, 91 

Screen, Carved, 89, cxxx, 146, cxxxi 
Eight Immortals, 5, cxxxv 
Use of the, 145 

Scroll, Two as an Emblem, 120 
Scroll-work, S-shaped, no 
Sea Horse and Grapes, decoration, 74 
Monster, Fabulous, 78, 152, cxli 
Seals, 38, 14s 

Seasons, Flowers of the Four, 133 
Semi, 103 

Serrated Disc, 29, xvii 
Serpent, The Sacred j 33, 91, 92 
Serpentine, 157 
Set of Three, The, 140, cxxin 
Seven Gems, The, 120 
Precious Things, 63 
Sha cFung, J04. 

Shan, 118, 122 

Shan~lei, 41 

Shang-Hua, 50 

Shang Hsi Hieroglyphic, 140 

Shang-Yin Dynasty, Carvings of, 59 

ShS,gi 

Sheh-teh tze, 156 

Shell, Symbolical of Victory, 120 

Shen, A, 133 

Shen-nimg, 69 

Shen-ts'ai, 154 

Shen-tsan shen-shi, 156 

Sheng, 1 13 



Shi Pi, Description of the, 34 
Shi-tze, 78 

Shi-tze-pi-kHu tsun-cheh, 156 
Shih-erh Chang, The, 107, 1 16 
Shih Huang Ch’in, 16 
Shih-Liu, 13 1, 133 
Tao Yen, 73 
tzu kou, 78 
Shii, 83 

Shoe Sole Coverings in Jade, 139 
Shou, 89, 149 

Lao, 131, cxxxvin, 148 
Shan, 144 

Shrine, Objects found in the Miniature, 

138 

YAm, 107, 124, 141 
Shni Cheng, 143 
Sien-chu, 89 
Sien-hoh, 149 
Silkworm, The, 85, xcv 
Industry, 83 

Pattern, The Recumbent, 109 
Sin kuei, Description of the, 25 
Singer’s Stone Chime, 114 
Singhalaputra, 156 
Single Sonorous Stone, 113 
Six Poets of Noble Birth, cxxvi 
Sacrificial Objects, 14 
Sleeping Silkworm Cocoon Pattern, 25 
Smaragdite, 157 

Smyth-Pigott, J. H., Jades in the 
Collection of, ni, xxxvi. 

Snake, The, 91, 92, ix 
Worship, 67 

Carvings Influenced by, 70 
Snuff Bottles, 49, cxxvii, 142 
Sonorous Jades, 69, 113 
Sonnenchien, Mr. and Mrs. Edward, 
Jades in the Collection of, xiii, 
XVII, CXLVIII 
Soul, Branch of the, 93 
Sounding Stone, The, 113 
Spade, as an Emblem, 124 
Spear Heads, 14, vi 
Spider, The, 91 

Spring of Prunus, as an Emblem, 127 
Spring Ox, The, 74 
Squirrel, The, 87 
Ssu Chi Hua, 133 
Staff, The Crooked Iron, 124 
Handle, 97, xxi 


INDEX 

Stag, The, 79, 80, lxix, lxxv, lxviii, 

89.13s. 

State Diviners, 64 
Stars, joined together, 29, 116 
Steatite, 157 
Stiff Leaf Pattern, 109 
Stone Age, Objects belonging to the, 13 
Chime, 114 
Stele, 73 

: Stork, The, 131, 154 
Style in Jade Carving, 59 
Sweden, H.R.H. Qown Prince of, 
Jades in the Collection of, xn, li, 

LXXVIII, LXXXVIII. 

Su Wu, 82 

Siian Ki, The, 27, 29, xvni 
Subhinda, 156 
Sun, The, 29, 98, 100, 116 
and Moon, Plalls of the, 86 
Sundial, 31 
Sun Wu K’ung, 88 
Sung, 127 

Sung Dynasty, Style and Carvings of, 

39. 60 

Sung shu, 87 
iSi/ifra, The, 154, cxLiv 
Symbolical Emblems, 107 
Symbols, Buddhist, 118 

Cloud and Thunder, 118 
of Worship, 31 
Swallow, The night, 89 
Swastika, The, 89, 127, 130 
Sword, Used as an Emblem, 122 

T 

Ta Chang, The, 18 
Kuei, The, 19, 13 1 
Kung, so 
Mo, so 

Ta~Qua Yu-Tsan, 

Ts'ung, The, 14, vii 
Ts'ung Pe, ^“2. 

Ta-Yen, 50 

Tablet, made of Bamboo, 112 
of grains, 20 
Use of the Jade, 138 
Use of the Tiger Jade, 76 
with a Tooth, 23 
T ai Shan , The , 1 42 
Tao-Kuang period. Carvings of, 57 

Tao-kun, iss 
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Tao-thmg shen-shi, 1^^ 

Tao-yueh shen-shi, 156 
Taoism, Founder of, 148 
Divinities, 148 
Symbols, 123 
Trinity, The, 155 
Te-chHng, The, 113 
Tea-pot, Vessels in Form of a, 140 
Tear Bottles, 49 
Ten Stems, Table of, 177 
Tenacity of Jade, 157 
Teng^ The, 47 

Temple, The Guardian of the, 83 
Vessels, 1 1 8 

Three Friends (symbol), 111 

Kingdoms, Carvings of the, 60 
Thundfcrbolt, The Jagged, 130 
The Son of the, 156 
Thunder Drum, The, 109 
T'ai~puh, 64 

Vaihshan niang-niang , 86 

T’ang Dynasty, Style and Carving of, 

38. 39, 60 
T’ang-lang, 104 
T^ao, 89 
hua, 133 
T’ao-shuy 13 1 
Tao-feu~fan, 139 
Tao fieh^ 76, 112 
T’en-hy 105 
THen Lung, 151 
Tien Ma, Tht, 104 
Tien-Kwan S^e-fuh, cxxxix 
Tien shu, 89 
Ti-tzu, The, 143 
Tsung, Imperfect Drilling of, 59 
Tu, izy 
TZUy l^l 

Tf, The, 1 13, 124, 149 
Ti-mu, 151 
Ti~ya,isi 
Tiao-Tsuan, 42, xv 
Tiehy The, 46 

Tiger, Portrayal of, in various Jades, 15, 
33, 36, 69, LXXVm, 76, LXIX, 80, 
II2, 118, 149, 155, CXLVII 

Timely, The, 156 
Ting, The, 49, xxxvi 
Toad, The Three-legged, 32, xx, 91, 
92, 93, Lxxxi, 143 
Tombs of the Wu Family, 5 


Tortoise, The, 90, XX, lxxx, 102, 131, 

143. 

Tortoise-shell, Black, 90 
Tou, The, 47 

Transmigration, Doctrine of, 119 
Treasury, The Divine Guardian of the, 
122 

Tree, The Cassia, 92 
The Pine, 89 
and Plant Worship, 133 
Trigrams, The Eight, 107 
Ts^ai, 72, 149 

Shen, 36, 149, 151 
Ts’an~fnao, 36, 85 
Ts'ang, The, 78 
Ts’ao, 1 18 

Kuo-cJiiu, 124 
TsHh-sien, 36 
TsHn-pao, 63 
Ts’ing kuei, 19 
TsHng-Lung, 72 
Nia, 97 
Tsan, The, 48 
Tsun, The, 43, 140 

Ts'ung, The, 14, 15, 18, 31, 32, 108, 

VIII 

Tsin, 42 

Tsu-Ts’ung, The, 15, ix 
Tsung Chiieh, General, 80 
Tsung yi. The, 118 
Tsung'-shen shen-shi, 156 
Tsung Yi, 1 18 
Tui, The, 46, xxx 
Tung-fang So, 149. 

Turtle, The, lxxx 
Twelve Chang, The, 98, 116 
Twin Fish, The, loi, xcv 
Tze-lu,%\ 

Tze-tsai shen-shi, 155 
U' 

Umbrella, The, 120 
Unconquered, The, 156 
Unicorn, The, 77 

. ^ 

Vajraputra, 156 

Vanavasa, 156 

Vase, Arrangement of flower, 138 
Chariot, 97 
forms in Jade, 137 
Meaning of the, 120, 154 
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INDEX 


Vases, Carvings of, 52, xxxviii, 57, 

XCVIII, 71, LII, 85, LXXVI, CVI, CVIII, 
CIX, 109, CXVI, CXIX, CXXXVII, XXXI, 
XCVIII, LXIV, LXVII, LXXXIII, LXXXVII 

Vedic Sun-worship, 122 
Vessel, Archaic Forms, 41 
in Form of a Ch’i-lin, 78 
Marriage, 140 
Temple, 88, 118 

Vessels, Carvings of various, 50, xxxiii, 

XXXV, LXXXV 

Victoria and Albert Museum, Jades in, 
IV, XXIV. See also Eumorfopoulos. 
Viper, The, 91 

W 

Wan szu, 89 

Wand, The Diviner’s, 64 ' 

Wang Tsze-ch’iao, 149 
War, The God of, 152 
Water-dropper, The, 143, cxxvii 
Water Jade, 50 
Water Pot, The, 143 
Wealth, The God of, 36, 77, 149, 151 
Weapon Forms, Dating of, i4» 60 
Weathered Jade, 37 
Wei-Ch’i, 124 
Wen chan shan tou, 142 
Wen-ch’ang, 151 
Wheel, The Golden, 122 
Meaning of the, 130 
Symbolical of the Law, 118 
White Falcon, The, 99 
Willow, Branch of, 154 
Wine Vessels, 133, cxii, 140, 141, 

XXXIII, CIV 

Winged Mythical Animal, nxxiii 
Wooden Fish, loi 
Worship of Trees and Plants, 133 
of the West, Jades used in, 76 
Workshop, The Jade Carver’s, 4, ii, ii 
Wrigley, W. G., Jades in the Collection 
of, LXXV, CXXVII. 

Writing Table, Jade Objects for the, 143 
Wu-fu Design, 89 
Wu-k’o shen-shi, 155 
Wti Rung, The, 139 


Wti-Men, loi 
Wu Ta Ch’^ng, 17 
Wu-ti, 152 

Ya-Chatig, The, 18, 23, xvi 
Yang Principle, 100 
Yao Tien, The, 31 
Yao p’mg, 4.g, 1^2 
Yarkand, Jade from, 51 
Yates, John, Jade Collection, Man- 
chester, xLi, xciir, cxxii. 

Yeh ye7i, 89 
Yen, The, 143 
Yen hu, 142 
Yen Kuei, 22, xvi 
Yi Lung, 67 
Yin, The, 145 

Yin and Yang, Meaning of, 1 5, 98, 107, 
108, 1 15 
Yin yu fu, 102 
Ying, 

Ying Chou, 1^1, footnote 4. 

Ying-CRun, 44 
Ying shua, 122 
JM, 133 

Yingfm,^^ 

Ym, I, 7, 38, 130 , 133 
Yu cRan ku, 33 
Yil hwa, 98 
Yii Nii, 122 
Yii-p^an, 45 
Yiian, By 
Yuan kuei, 22 
Yuan Yang, 99 
Yu, 101 

Yu hu ch'un, 141 
Yu Ian, 133 
Yu ku, 124 
Yu tai, 102 
Yu-Tsan, The, 41, 42 
Yu-Tou, The, 42, 43, 47, xxxii 
Yuan Hung-tao, 137 
Yueh, 43, 92, 1x6 
Yuh-Hwang, 155 

Yung Cheng period, Carvings of, 55 
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